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ADVERTISEMENTS. 


MEAGHER’S 

IMPROVED  PORTABLE  CAMERA  «■»*> 

LIGHT,  PORTABLE,  AND  RIGID. 

Highest  Awai'ds  wherever  Exhibited.  Prize  Medals  Awarded  at  London , Edinburgh , 

Berlin,  and  Paris. 


LENSES 

By  Ross,  Dallmeyer,  and  other 

Makers. 


DRY  PLATES. 

The  Abney,  the  Derby, 
Edwards's,  and  other 
Makers. 


FIG.  1. 


.Estimates  for 

COMPLETE  OUTFITS 

sent  post  free. 


Focal  Lengths : — 

io  x 8— Fig.  3,  28-in.  ; Fig.  2,  i7J-in. 
85  x 6j.— Fig.  3,  24-in.  ; Fig.  2,  15-in. 
65  x 4§ — Fig.  3, 19-in. ; Fig.  2,  11-in. 


FIG.  2.  FIG.  3. 

Prices  for  Cameras  with  Single  Swing  Back,  Reversing  Frame,  and  one  Double 
, Dark  Slide  (as  Fig.  3)  : — * 

oh  x 4l  8J  x 6h  10  x 8 

£6  12  0 £8  10  0 £10  1 0 

Double  Swing  Back  from  15s.  extra. 

If  without  the  Extending  Front  (as  Fig.  2)  : — 

6£  x 4!  8J  x 6j-  10  x 8 

£5  12  0 £6  15'  0 £8  10 


The  Wood  used  in  the  manufacture  of  the  above  Cameras,  etc.,  is  carefully  prepared  and 
selected  from  a well-seasoned  stock,  averaging  50,000  feet,  cut  into  the  various  thicknesses 
required.  During  the  past  thirty  years  a large  number  of  these  Cameras  have  been  exported  to 
India,  Australia,  New  Zealand,  South  Africa,  China,  and  Japan,  and  are  also  in  use  at  the 
Government  Departments  at  Chatham,  Woolwich,  and  South  Kensington.  A large  number  of 
satisfactory  Testimonials  have  been  received  from  Amateur  and  Professional  Photographers  in  all 
parts  of  the  world. 

ILLUSTRATED  CATALOGUE  POST  FREE. 

IO  PER  CENT.  DISCOUNT  FOR  CASH  WITH  ORDER. 


P.  MEAGHER, 

Manufacturer  to  H.  M.  Gouernment,  Science  and  Art  Dept.,  South  Kensington,  War  Office, 
Woolwich  Arsenal,  Ordnance  Survey,  Southampton,  School  of  Military  Engineering, 
Chatham,  and  various  Stations  throughout  the  World. 


MANUFACTORY— 21,  Southampton  Row,  High  Holhorn, 

LONDON,  ‘W  . C . 


Front  f 


ADVER  TISEMENTS. 


J.  H.  DALLMEYER,  OPTICIAN, 

Removed  from  19,  BLOOMSBURY  STREET,  to 

25,  NE-WM AN  STREET,  T.ON  DOX,  W. 


CASH  PRICES  OF  THE  PRINCIPAL  PORTRAIT  AND  VIEW  LENSES 

EXTRA  RAPID  (C). 

1 focus.. 


2C,  For  Children,  dia, 
3C  „ 3 2 


£*3  IS 
26-5 


GUICK  ACTING  (B). 

for  C.D.V.  2 dia. 

distance. 
..  12  ft. 

£6 

5 

0 

i>  2i  >» 

..  I4b. 

6 

0 

.. 

..  l8  ft. 

12 

16 

0 

>.  2i  .. 

Cabts.  and  3I  ,, 

. . x8  ft. 

J3 

5 

0 

..  18  ft. 

0 

0 

larger  4!  ,, 

. . 25  ft. 

40 

0 

0 

iB, 

iB  Long, 
sB, 

2B  Patent, 

3b- 

4h  „ 

NEW  RAPID  RECTILINEAR  PORTRAIT 
LEASES. 

See  Descriptive  Catalogue. 

ORDINARY  INTENSITY  (A) -Patent. 

i A,  for  Cabinets,  in  short  rooms,  dia.  2|  in., 

distance  14  ft £13  o o 

2A,  for  Cabinets  up  to  8§  by  61,  dia.  3I  in., 

distance  20  ft.  . . 18  o o 

3A,  for  Cabinets  up  to  9 by  7,  dia.  4 in.,  dis- 
tance 24  ft 27  5 o 

4A,  for  Imperial  Portraits  and  10  by  8,  dia. 

4!  in.,  focus  14 in. 38  10  o 

5 A,  for  plates  15 by  12  and  under,  dia.  5 in., 

focus  18  in . . . 50  o o 

6A,  for  plates  20  by  16  and  under,  dia.  6 in., 

focus  22  in 60  o o 

PORTRAIT  AND  GROUP  (D) -Patent. 

3D,  Portraits  81  by  61,  Views  xo  by  8,  dia. 

2J  in.,  focus  iol  in _ . . . . £$  10  o 

4D,  Portraits  10  by  8,  Views  12 'by  10,  dia. 

2§  in.,  focus  13  in 13  xo  o 

5D,  Portraits  12  by  10,  Views  15  by  12,  dia. 

3J  in.,  focus  16  in 17  10  o 

6D,  Portraits  15  by  12,  Views  18  by  16,  dia. 

4 in.,  focus  19I  in . . 26  10  o 

7D,  Portraits  18  by  16,  Views  22  by  20,  dia. 

5 in.,  focus  24  in 48  o o 

8D,  Portraits  22  oy  20,  Views  25  by  21,  dia 

6 in.,  focus  30  in 

STEREOSCOPIC  LENSES. 


Ditto,  with  rack  and  pinion  „ 

No.  1,  Quick-acting  Single  Combination 
Landscape  Lens,  4|-in.  focus 
No.  2,  ditto,  6-in.  focus 
Rectilinear  Stereo  Lenses,  2-in.  and  2l-in. 


(Patent). 


No. 

Largest 
Dimension 
of  Plate. 

Diameter 
of  Lenses. 

Equivalent 

Focus. 

Price. 

1 

61  by  4j  in. 

1*  in. 

81  in. 

£■4  i3  0 

2 

8)  „ 6i  „ 

i!  ,, 

ill 

6 0 0 

3 

10  ,,  8 „ 

2 ,, 

13 1 

8 0 O 

4 

12  ,,-xo  „ 

2\  .. 

l6l  ,, 

10  5 0 

5 

15  ,,  12  „ 

2S  „ 

20  „ 

12  10  0 

6 

18  ,,  16  ,, 

3 .. 

25 

16  0 0 

7 

22  ,,20  ,, 

3!  .. 

32  .. 

21  0 0 

OPTICAL  LANTERN  LENSES  ONLY 

(Patent). 

No.  i Lens,  ij-in.  and  13-in.  dia.,  with  Rack 

Motion £4  4 o- 

No.  2,  do.  13-in  and  2-in  do.  do.  550 

Condensers— 3s-in  dia.,  mounted,  ..  each  550 
Do.  4-in.  do.  do. do  660. 

' RAPID  RECTILINEAR  (Patent). 

The  best  Lens  for  general*  use  out  of  doors,  and  for 
Copying. 


Size  of  View 

Size  of  Group 

Equivalent 

Price, 

Rigid 

Setting. 

or  Landscape. 

or  Portrait. 

Focus. 

4i  by  34  in. 

3i  by  3|  in. 

4 in. 

£3  15  0. 

S ,,  4 .. 

4i  „ 3i  .. 

6 ,, 

4 10  0 

^ »»  5 »» 

5 ..  4 .. 

8i  „ 

5 10  0. 

61  „ 

8 „ 5 „ 
81-  „ 61  „ 

11  » 

700 

10  „ 8 „ 

i3  „ 

900 

12  „ 10  „ 

10  ,,  8 ,, 

16  ,, 

11  0 a 

i3  11  ,, 

French,  size. 

17I 

12  0 o> 

15  12  „ 

12  by  10  in. 

19!  .. 

15  0 0 

18  „ 16  „ 

J5  ft  I2  » 

24 

20  0 0. 

22  ,,  20  ,, 

18  ,,  16  „ 

3o  „ 

27  0 0> 

25  ..  21  ,, 

22  „ 20  ,, 

33  .. 

32  0 0. 

WIDE  ANGLE  RECTILINEAR  (Patent). 

For  Views  in  Confined  Situations. 


No. 

Largest 
Dimensions 
of  Plate. 

Back 

Focus. 

Equiva- 

lent 

Focus. 

Price. 

lAA 

7i  by  4I  in. 

1 in. 

4 in. 

£4  10  o- 

IA 

81  ,,  61  „ 

4§ 

si  .. 

5 10  0* 

I 

12  „ 10  „ 

6i  ,. 

7 .. 

7 10  0 

2 

15  ..  12  „ 

7i  .. 

81 

10  10  0 

3 

18  „ 16  „ 

11  >. 

13  .. 

14  0 0 

4 

22  „ 20  „ 

14  .. 

xsi  .. 

20  0 o- 

S 

25  21  ,, 

. 17  ” 

19  .. 

30  0 o* 

WIDE  ANGLE  LANDSCAPE  LENS  (Patent). 

Por  Landscapes,  pure  and  simple. 


58  0 0 

No. 

Size  of  Plate. 

Equivalent 

Focus. 

Price. 

iA 

5 by  4 in. 

Si  in. 

£3  3 0 

^450 

1 

7i  ..  4i 

7 » 

3 i5  0. 

4 15  0 

2 

81  „ 61  „ 

81  „ 

4 10  0 

3 

io  „ 8 „ 

10  ,, 

5 10  0 

200 

4 

12  „ 10  „ 

12  ,, 

700 

250 

S 

IS  12  „ 

IS  »» 

8 10  ^ 

5A 

IS  ..  12  „ 

18  ,. 

9 10  0 

400 

6 

18  „ 16  „ 

18  „ 

10  10  o- 

7 

22  „ 20  ,, 

22  „ 

14  0 0 

LENS. 

8 

25  ..21  ,, 

25  .. 

19  0 O' 

NEW  RAPID  LANDSCAPE  LENS. 

For  Distance  Objects  and  Views. 


Largest  Dimen- 
sions of  Plate. 

Diameter 
of  Lenses. 

Equiv- 

Focus- 

Price. 

61  by  4f  in. 

1 '3  in. 

9 in. 

£4  10  0 

81  „ 61  „ 

i-6  „ 

12  ,, 

5 iS  0 

10  „ 8 ,, 

2*125  ,, 

15  »> 

7 i-j  0. 

12  „ 10  ,, 

2*6  „ 

18  ,, 

9 10  0 

iS  ..  12  „ 

3‘  .. 

22  ,, 

ir  10  0 

18  „ 16  ' „ 

3 S >. 

25  » I 

14  0 0 

22  „ 20  ,, 

4*25  ., 

30  y.9  1 

17  10  0 

DALLMEYER  "On  the  Choice  and  Use  of  Photographic  Lenses." 

Eighth  Thousand  (Greatly  Enlarged),  If.  Descriptive  Catalogue  on  application. 

25,  NEWMAN  STREET,  OXFORD  STREET,  LONDON,  W. 


Ill 


ADVERTISEMENTS. 


SWIFT  & SON,  Manufacturing  Opticians 

TO  HER  MAJESTY S SCIENTIFIC  GOVERNMENT  DEPARTMENTS. 

SEVEN  GOLD  MEDALS  AWARDED. 

LIST  OP  PHOTOGRAPHIC  LENSES. 


PORTRAIT  PARAGON. 


This  is  the  only  series  of  Lenses  made, 
ranging  from  5|  in.  to  30  in.  focus,  with 
both  combinations  cemented.  Each  combi- 
nation in  this  series  is  made  with  the  new 
Abbe-Schott  glass.  Intensity  F4. 


No. 

Size  of  Plate. 

Dia.  of 
Lenses. 

Equiv. 

Focus. 

Price 

In  Rigid  Settings 
with  Waterhouse 
Diaphragms. 

1 

Stereo 

14 

54 

£4 

10  0 

2 

4i 

x 34 

1| 

6§ 

5 

8 0 

3 

5 

„ 4 

2 

7f 

6 

6 0 

4 

6 

„ 5 

2i 

8$ 

7 

7 0 

5 

8 

» 5 

2| 

10 

10 

10  0 

6 

10 

„ 8 

3* 

124 

16 

0 0 

7 

12 

„ 10 

3? 

15 

21 

10  0 

8 

15 

„ 12 

% 

18 

28 

0 0 

9 

20 

„ 1G 

5| 

24 

51 

0 0 

10 

23 

„ 18  1 

6* 

30 

77 

0 0 

UNIVERSAL  PARAGON  LENSES, 

FOR 

PORTRAITS,  GROUPS,  STUDIES  IN 
STUDIO,  AND  PANEL  PICTURES. 


No. 

View 

Size. 

Group 

Size. 

Dia.  of 
Lenses. 

Back 

Focus. 

Prices 
in  Rigid 
Mounts. 

1 

8|  x 6§ 

7£x  44 

2 ins. 

84  ins. 

£ s. 
6 15 

2 

10  „ 8 

12  ,,  10 

84„  6* 

24  „ 

iof  „ 

8 2 

3 

10  „ 8 

2|  „ 

134  „ 

11  5 

4 

15  „ 12 

12  „ 10 

34  „ 

164  „ 

14  17 

5 

18  „ 16 

15  „ 12 

4 „ 

20  „ 

22  10 

6 

22  „ 18 

18  „ 16 

5 „ 

24  „ 

40  10 

7 

25  ..  21  ! 

22  ,,  18  I 

6 „ 

30  „ 

53  10 

8 

28  „ 24  |25  „ 20  i 

7 „ 

36  „ 

72  0 

WIDE-ANGLE  LANDSCAPE  LENSES. 

Working  Aperture,  U.S.  No.  4,  F.8. 


No. 

I Size  of 

Plate. 

I Dia.  of 
Lenses. 

Equiv. 

Focus. 

Prices. 

1 

1 _ 

1 O X 

4 

I 1|  ins. 

54 

ins. 

£2  19 

0 

2 

1 7 i „ 

44 

lg  ,, 

7 

9 9 

3 5 

0 

3 

84  ,, 

64 

1 if  ,, 

84 

99 

4 1 

0 

4 

! 10  „ 

8" 

! 24  „ 

10 

99 

4 19 

0 

5 

! 12  „ 

10 

91 

99 

12 

9 9 

6 6 

0 

6 

16  „ 

12 

2|  „ 

15 

7 19 

0 

7 

18  „ 

16 

3 „ 

18 

9 9 

0 

8 

22  „ 

20 

3|  „ 

22 

99 

12  12 

0 

9 1 

25  „ 

21  1 

44  „ 

25 

,, 

17  2 

0 

PORTABLE  PARAGON  LENSES, 

FOR  ' 

LANDSCAPES,  ARCHITECTURE,  AND 
COPYING. 


No. 

I Large 
Stop 

covering. 

i Medium 
Stop 

[ covering. 

Small 

Stop 

covering. 

Equiv. 

Focus. 

1 Price. 

1 

3 x 

3 

4x3 

5x4 

3 in. 

£2 

14 

0 

2 

4 „ 

3 

l 5 „ 4 

74„  44 

4 „ 

2 

18 

6 

3 

5 ,, 

4 

1 74„  44 

8 „ 5 

5 „ i 

3 

3 

0 

4 

74„ 

44 

8 „ 5 

84,,  04 

6 „ ! 

3 

12 

0 

5 

s „ 

5 

84„  64 

9 „ 7 

7 „ 1 

4 

10 

0 

6 

84„ 

64 

9 „ 7 

10  „ 8 

8 „ i 

5 

8 

0 

7 

9 „ 

7 

10  „ 8 

12  „ 10 

9 „ 

6 

6 

0 

8 

10  „ 

8 ! 

12  „ 10 

13  „ 11 

10  „ ; 

7 

4 

0 

9 I 

12  „ 

10  : 

13  „ 11 

15  „ 12 

12  „ 

8 

2 

0 

10 

13  „ 

11 

15  „ 12 

18  „ 16 

15  „ | 

9 

0 

0 

11 

15  „ 

12 

18  „ 16 

22  „ 18 

18  „ j 

10 

16 

0 

12  ! 

18  „ 

16 

22  „ 20  ! 

25  „ 21 

21  „ 1 

13 

10 

0 

RAPID  PARAGON  LENSES, 

FOR  ' 

GROUPS,  VIEWS,  INTERIORS,  AND 
COPYING. 


Size  of 
View. 

Size  of 
Group. 

Dia.  of 
Lenses. 

Equiv. 

Focus. 

I Price  in 
Rigid 
Setting. 

4 x 

3 

Stereo. 

4 

in. 

44  in. 

£3  12 

0 

5 „ 

4 

44  x 34 

1 

6 „ 

3 16 

0 

6 „ 

5 

5 

,,  4 

14 

74  „ 

4 14 

6 

8 „ 

5 

74 

„ 44 

11 

99 

9 „ 

5 3 

6 

84  „ 

64 

8 

,,  5 

l| 

11  „ 

5 17 

6 

0 „ 

7 

84 

>»  64 

li 

f9 

12  „ 

| 6 15 

0 

10  „ 

8 

84 

»,  64 

if 

99 

14  „ 

| 7 12 

0 

12  „ 

10 

10 

„ 8 

2 

16  „ 

I 9 9 

0 

13  „ 

11 

11 

„ 9 

24 

99 

18  „ 

10  7 

0 

15  „ 

12 

13 

„ 11 

24 

99 

20  „ 

13  0 

0 

18  „ 

16 

15 

,,  12 

3 

24  „ 

16  13 

0 

22  „ 

18 

18 

„ 16 

34 

9f 

30  „ 

22  10 

0 

25  „ 

22 

22 

„ 18 

4 

34  „ 

27  0 

0 

28  „ 

24  25  , 

„ 20 

44 

38  „ 

36  0 

0 

WIDE-ANGLE  PARAGON  LENSES. 

Giving  100°  of  angle  for  Photographing 
Cramped  Positions. 


No. 

Largest 
Dimension 
of  Plate. 

Dia.  of 
Front 
Combin. 

Back 

Focus. 

Equiv. 

Focus. 

Price. 

1 

74  X 44 

1 in. 

34  in. 

4 in. 

£4  1 

0 

2 

84,,  64 

14  „ 

4§  „ 

54„ 

4 19 

0 

3 

12  „ 10 

14  ,, 

64  „ 

7 „ 

6 19 

0 

4 

15  „ 12 

2 

74,, 

84  „ 

9 9 

0 

5 

18  „ 16 

24  ” 

11  „ 

13  „ 

12  12 

0 

6 

22  „ 20 

3 „ 

14  „ 

154  „ 

18  0 

0 

7 

25  „ 21 

31  „ 

17  „ 

19 

27  0 

0 

Iris  Diaphragm  fitted  to  above  Lenses.  For  Price,  etc.,  send  for  List. 

The  above  prices  are  subject  to  io  per  ce?it.  for  cash  with  order. 

UNIVERSITY  OPTICAL  WORKS, 

81,  TOTTENHAM  COURT  ROAD,  W.C. 


Front.] 


ADVERTISEMENTS. 


Established 

1852. 


Perken,  Son,  & Payment. 

DISCOUNTS  to  the  Trade. 

CAMERAS,  LENSES, 


Catalogue 

FREE. 


“OPTIMUS”  EURYSCOPE. 

‘ ‘ Working  as  it  does  with  such 
a large  aperture  (f/6  approx.),  it 
serves  as  a portrait  and  group 
lens,  as  well  as  a landscape  and 
copying  objective.  There  is  no 
doubt  of  its  proving  a most  use- 
ful lens.” — J.  Traill  Taylor, 
British Journal  of  Photography. 

“ We  are  pleased  to  find  upon 
trial  that  the  lens  [‘Optimus’ 
Rapid  Rectilinear]  sent  for  re- 
view is  really  an  EXCELLENT 
I N S T R U M E NT.” — Photo- 
graphic News. 

“ PORTRAIT  LENS.— The 
‘ Optimus  ’ Lenses  are  MODE- 
RATE in  PRICE,  and  yield 
most  excellent  results.” — Ama- 
teur Photographer. 

‘ ‘ I should  strongly  recom- 
mend Rayment’s  Camera.  It 
is  LIGHT,  COMPACT,  very 
RIGID,  and  extends  to  about 
double  the  usual  focus.” — 
A matetir  Photographer. 

“ The  ‘ Rayment’  Camera  in 
particular  claims  attention, 
both  for  its  BEAUTY  of 
WORKMANSHIP,  and  for 
the  EASE  and  READINESS 
with  which  it  can  be  put  into 
action.” — The  Camera. 

“ Invited  to  say  if,  in  our 
estimation,  the  Studio  Cameras 
of  Perken,  Son,  and  Rayment 
could  be  improved  in  any  way 
whatever  for  the  purpose  for 
which  they  are  intended,  we 
must  answer,  No  ! ” — British 
Joiirnal  of  Photography. 


‘OPTIMUS’  RAPID  EURYSCOPE. 

5 by  4 7 by  5 9 by  7 10  by  8 

63/-  94/6  126/-  220/- 

‘ OPTIMUS’  RAPID  RECTILINEAR. 

5 6.  X 9 1^0  .12  15  IS 

33/-  45/-  49/6  64/-  82/6  127/6  142/6  180%  225/- 

‘ OPTIMUS’ 

WIDE-ANGLE  SYMMETRICAL. 

5 by  4 7 by  5 9 by  7 10  by  8 12  by  10  15  by  12  18  by  16 

39/-  52/6  82/6  127/6  142/6  180/-  225/- 

‘ OPTIMUS  ’ 

QUICK  ACTING  PORTRAIT. 

Diam.  ...  2 inches.  2!  inches.  3 J inches. 

Price  ...  90/-  120/-  “ 180/- 

1B  2 B 3 B 


WIDE  ANGLE  EXTENSION  CAMERA 

( Extra  Long  Focus). 

Price,  including  3 Double  Dark  Slides. 

4i by  3J  I 5 by 4 I 6jby4|  I 8^by6J  I ioby8  I i2by  10  I 15 by  12 

140/-  I 146/-  | 165/-  | 188/-  | 235/-  | 288/-  | 350/- 

RAYMENT’S  PATENT  CAMERA 

{Long  Focus). 

Price  includes  3 Double  Dark  Slides. 

4j  by  3 J I 5 by  4 I 6|by4f  I 8£by6J  I 10  by  8 I 12  by  to  I 15  by  12 
120/-  I 126/-  I 145/-  I 168/-  | 212/-  | 258/-  | 314/- 

‘ OPTIMUS’  CAMERA  {Long  Focus). 
Price  includes  3 Double  Dark  Slides. 

4a:  by  3i  I 5 by  4 I 6b  by  4?  I 84  by  64  I 10  by  8 I 12  by  10  I 15  by  12 

130/-  | 133/-  I 137/-  | 175/-  | 227/-  | 275/-  | 333/- 

‘ OPTIMUS’  STUDIO  CAMERA. 

With  Repeating  Frame,  Masks,  and  one  Single  Dark  Slide, 
Rack  Focussing,  and  Swing. 

6J  by  6b  I 84-  by  6b  I 10  by  10  I 12  by  12  I 15  by  15 

145/-  I 188/-  . | 225/-  | 265/-  | 325/- 


99,  HATTON  GARDEN,  LONDON. 

BEGINNERS’  GUIDE  TO  PHOTOGRAPHY,  SECOND  EDITION, 
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PREFACE. 


TT  has  been  said  of  Gibbon,  the  historian,  that  he  did 
not  always  sufficiently  distinguish  between  his  own 
personality  and  that  of  the  Roman  Empire.  I am  afraid 
that  the  following  chapters  may  be  open  to  a similar 
objection.  I fear  that  a great  deal  more  will  be  found 
concerning  my  own  personality  and  productions  than  a 
modest  writer  would  willingly  admit;  but  this  cannot 
easily  be  avoided.  The  nature  of  the  information  to  be 
conveyed,  and  the  lessons  to  be  inculcated,  demand  that 
I should  teach  the  results  of  my  own  experience,  and 
suggest  that  the  pictures  which  have  been  the  outcome 
of  that  experience  would  be  the  most  suitable  illustra- 
tions. It  will  be  evident  that  pictures  which  have  been 
actually  produced  by  photography  will  better  show  the 
peculiarities  and  limitations  of  the  art  than  any  other 
method  of  illustration. 

That  photography  should  be  not  only  the  recorder  of 
bald,  prosaic  fact,  but  also  the  means  by  which  something 
akin  to  imagination  or  fancy — real  live  art — may  be 
worthily  embodied,  has  been  the  one  aspiration  of  my  life. 
To  this  end,  my  aim  has  been,  in  the  following  chapters, 
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to  induce  photographers  to  think  for  themselves  as  artists, 
and  to  learn  to  express  their  artistic  thoughts  in  the 
grammar  of  art.  It  is  not  the  fault  of  the  art  of  photo- 
graphy itself  that  more  original  pictures,  exhibiting  many 
of  the  qualities  shown  in  other  arts,  are  not  produced. 
The  materials  used  by  photographers  differ  only  in  degree 
from  those  employed  by  the  painter  and  sculptor. 

The  illustrations,  with  the  exception  of  one  or  two,  owe 
their  existence  to  photography.  Without  the  help  of  the 
processes  by  which  substitutes  for  woodcuts  can  be  quickly 
and  cheaply  made  from  pen-and-ink  sketches,  a book  of 
this  kind  could  not  be  so  effectively  illustrated.  They 
make  no  pretension  to  be  refined  examples,  and  their 
purpose  will  be  served  if  they  make  more  clear  the  words 
I have  written. 

I have  great  pleasure  in  acknowledging  my  indebted- 
ness to  Mr.  Henry  Blackburn — who,  in  his  well-known 
and  highly  appreciated  Exhibition  Catalogues,  was  one  of 
the  first  to  use  the  photo-etching  processes  extensively — 
for  permission  fo  use  some  of  the  blocks  from  his  admir- 
able illustrated  catalogue  of  the  National  G-allery,  a book 
that  should  be  in  the  hands  of  every  photographer  who 
desires  to  improve  his  knowledge  of  art. 
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CHAPTER  I. 

GELATINE  PLATES  AND  THEIR  USES. 

riAHAT  this  little  book  on  “ Picture-Making  ” is  not  a 
-L  treatise  on  chemistry,  ought  to  go  without  saying ; yet 
it  is  so  much  the  custom,  in  books  intended  to  teach  the  art, 
to  make  photographic  pictures  a matter  of  scales  and  weights, 
molecules  and  atoms,  achromatism  and  astigmation,  that  it 
seems  necessary  to  state  that  art  begins  where  chemistry  and 
optics  leave  off,  and  that  there  will  not  be  one  word  of 
technicality,  except  where  it  is  necessary  for  the  elucidation 
of  pictorial  effect,  in  this  book.  Cameras  and  processes  are 
but  the  material  or  mechanical  appliances  of  the  art,  its  pencils 
and  pigments,  its  paper,  panels,  or  canvas ; as  such  they  will 
be  referred  to ; but  to  go  into  the  matter  of  manufacture  of 
materials  would  be  quite  foreign  to  my  purpose. 

Why  should  it  be  necessary  in  these  days  of  dry  plates  for 
the  photographer  to  prepare  his  own  materials?  It  makes 
him  no  more  an  artist  than  it  would  add  to  the  reputation 
of  a Royal  Academician  if  he  ground  his  own  paints.  It  is 
probable,  indeed,  that  the  work  of  both  painter  and  photo- 
grapher would  suffer  if  they  made  their  own  colours,  brushes, 
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plates,  and  lenses.  It  is  not  easy  to  suppose  that  either  of 
them  could  command  the  experience  or  plant  of  the  manu- 
facturer. There  was  a time  when  neither  painter  nor  photo- 
grapher could  obtain  materials  fit  to  work  with  if  they  did 
not  prepare  them  themselves ; but  in  the  case  of  the  painter 
that  difficulty  was  removed  many  years  ago,  and  for  the 
photographer  it  disappeared  when  all  other  methods  of  taking 
a negative  died,  almost  a sudden  death,  at  the  birth  of  a 
gelatine  process.  Just  as  there  are  those  who  take  a delight 
in  cooking  their  own  dinner,  there  are  some  who  still  enjoy 
making  their  own  dry  plates ; but  with  most  persons  the 
cooking  would  take  away  the  appetite  and  spoil  the  dinner ; 
so  would  the  plate-making  dry  up  the  energy  to  use  them 
properly. 

It  would  certainly  be  well  for  the  student  to  read  up  the 
subject,  and  gain  some  acquaintance  with  the  make  and 
meaning  of  the  lenses,  cameras,  and  chemicals  he  uses ; but, 
so  far  as  plates  are  concerned,  a theoretical  knowledge  should 
be  sufficient.  Of  course  he  must  know  how  to  use  the 
materials  supplied  to  him,  how  to  employ  wisely  all  those 
almost  endless  delicacies  of  manipulation  that  go  to  the  produc- 
tion of  a modern  negative,  and  should  have  a comprehensive 
knowledge  of  all  that  can  be  done  in  the  way  of  printing, 
but  he  need  not  make  his  plates  or  albumenize  his  paper. 
Nevertheless,  he  should  be  able  to  decide  for  himself  whether 
he  should  use  albumenized  paper  at  all,  or  should  employ  one 
of  the  more  artistic  means  of  completing  the  picture.  Again 
there  comes  in  the  analogy  with  the  painter.  It  is  proper 
for  both  artists  to  know  something  of  the  history  of  their  art, 
and  of  the  tools  they  employ;  but  for  practical  work  the 
photographer  need  no  more  make  his  own  plates  or  developer 
tham  his  lens  or  camera.  My  advice,  then,  is,  buy  your 
materials  of  those  whose  business  it  is  to  supply  them,  and 
confine  your  attention  to  the  study  of  how  to  use  them.  But 


GELATINE  PLATES  AND  THEIR  USES. 


3 


whether  you  make  your  own  plates  or  buy  them,  I shall 
assume  that  you  know  how  to  make  them  into  good  technical 
negatives.  That  is  all  I ask  of  you  at  present.  It  is  my 
purpose  to  help  you  to  make  good  pictures  as  near  to  works 
of  art  as  our  processes  will  allow. 

It  has  been  the  fashion  with  writers  on  photography  to 
apply  the  term,  “ A new  power,”  to  nearly  every  invention  or 
suggestion  made  in  connection  with  the  art.  This  honourable 
title  has  sometimes  been  deserved,  oftener  not ; but  it  cannot 
be  denied  that,  taking  one  advantage  only,  the  rapidity  of 
exposure  allowed  by  the  gelatine  plate  confers  a distinct  and 
very  real  power  on  photographers  which  they  did  not  enjoy 
previous  to  its  introduction.  The  discovery  enables  them 
to  produce,  on  the  one  hand,  quite  new  effects ; on  the  other, 
gives  them  the  means  of  securing  old  effects  with  greater  ease 
and  certainty,  and  renders  what  was  once  a dirty  toil  into 
a charming  pastime,  as  well  as  a serious  study. 

The  process  being  much  quicker  jthan  any  hitherto  discovered, 
is  admirably  adapted  to  all  subjects  which  require,  or  will 
admit  of,  a very  short  exposure;  those,  for  instance,  taking 
that  fraction  of  a second  which  it  is  usual,  but  not  quite  correct, 
to  call  instantaneous.  This  quality  alone  of  course  opens  up 
a vast  mine  of  subjects  that  have  hitherto  been  only  feebly 
attempted.  Still,  it  has  its  disadvantages  also.  Instantaneous 
pictures,  of  a sort,  have  become  so  easy  of  accomplishment, 
that  our  exhibitions  are  flooded  with  them.  These  photographs 
may  be  very  useful  to  painters,  because  they  are  real  bits 
from  nature,  real  machine  views,  at  least ; but  they  are  not 
art.  Yet  if  you  look  through  an  acre  of  them,  you  will  find 
every  now  and  then  you  will  come  upon  a gem.  Put  these 
selected  gems  aside  as  you  find  them,  and  after  you  have  been 
through  the  collection,  turn  your  attention  again  to  the  few 
selected  prints.  You  will  be  astonished  to  find  that,  although 
the  scores  of  sea  views  were  all  so  apparently  alike,  they 


4 


PICTURE-MAKING  BY  PHOTOGRAPHY. 


appeared  to  be  all  done  by  the  same  photographer ; by  some 
happy  accident  the  selected  few  were  better  than  the  others ; 
that  the  best  pictures  were  owned  by  one  or  two,  or  at  most 
three,  good  names,  and  that  you  had  selected  all  their  works 
which  had  been  mixed  up  with  the  rest  of  the  collection.  This 
would,  I think,  conclusively  prove  that  even  in  such  subjects 
as  apparently  refuse  to  allow  the  photographer  to  have  any 
control  over  them,  the  artist  photographer  will  compel  cir- 
cumstances, and  make  his  art-knowledge  felt  even  in  an 
instantaneous  shot  at  a passing  effect  in  nature.  The  little 
gems  produced  in  this  way  are  not  usually  the  result  of 
haphazard  chance,  but  of  months  of  careful  waiting ; and 
nothing  is  accepted  as  good  enough  by  a true  artist  in  the 
way  of  a subject,  but  those  arrangements  of  sea  and  sky 
which  lend  themselves  to  pictorial  effect  by  forming  themselves 
so  that  they  should  agree  with  the  laws  of  composition  and 
chiaroscuro,  or  have  a beauty  of  their  own  apart  from  com- 
pliance with  rules.  Nothing  but  a sound  knowledge  of  those 
laws,  and  constant  practice,  will  enable  a photographer  to 
make  the  immediate  and  lightning-like  application  of  them 
which  is  necessary  in  instantaneous  photography.  In  photo- 
graphing scenes  containing  groups  of  figures  the  best  artists 
will  get  the  best  pictures.  A photographer  without  a know- 
ledge of  art  would  simply  “ fire  into  the  brown  of  them,”  as  a 
sportsman  would  say,  and  trust  to  luck ; while  a photographer 
who  knew  something  of  the  rules  of  composition  would  wait 
until  his  figures  arranged  themselves  to  advantage,  and  would 
know  when  was  the  best  moment  to  pull  the  trigger  of  his 
camera. 

Soon  after  the  new  plates  came  into  use,  there  arose  a 
controversy  as  to  whether  the  new  system  would  ever  take  the 
place  of  the  wet  process  in  simple  landscape.  It  was  thought 
the  negatives  would  not  give  the  peculiar  crispness  and  sparkle, 
combined  with  sharpness,  which  had  been  a characteristic 
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of  the  old  process.  And  at  the  time  there  appeared  to  be 
sufficient  reason  for  this  doubt.  But  since  then,  it  has  been 
triumphantly  shown,  in  thousands  of  landscape  photographs, 
that  it  not  only  could  give  all  the  old  effects,  but  added  new 
charms  when  skilfully  employed.  There  is  more  of  what 
artists  call  “ quality  ” in  a good  gelatine  negative  than  in  one 
on  a collodion  plate,  and  the  freedom  from  the  worries  incident 
to  a wet  process  gives  the  photographer  more  opportunity  of 
looking  at  the  aesthetic  side  of  his  art,  and  ought  besides  to 
prolong  his  life.  The  new  system  has  its  difficulties ; but 
pinholes,  lines  in  the  direction  of  the  dip,  dirty  plates  and 
their  effects,  fogging,  drying  of  the  film,  oyster-shell  markings, 
dirty  fingers  and  spoiled  clothes,  and  many  other  worries, 
are  gone. 

Besides  these  advantages,  the  photographer  has  now  the 
opportunity  of  making  his  landscapes  into  veritable  pictures 
by  the  addition  of  figures.  This  we  all  know  was  possible 
with  the  old  process,  but  the  loss  occasioned  by  the  moving 
of  Jffie  figures  owing  to  the  long  exposure  was  serious,  and 
there  was  very  little  chance  of  getting  the  spontaneous  effect 
in  the  figures  we  now  see  in  so  many  landscapes;  while 
to  introduce  an  animal,  a cow,  horse,  donkey,  or  dog  was  to 
attempt  a forlorn  hope.  We  have  thus  open  to  us  new 
subjects.  Animals,  and  incidents  of  rustic  life,  afford  a wide 
range  of  subjects  now  suitable  for  our  art  that  previously 
could  not  be  attempted.  It  is  true  we  have  always  had 
portraits  of  animals ; but  they  have  nearly  always  been 
portraits  of  individuals  brought  up  for  the  purpose  of  having 
their  likeness  taken — the  prize  bull,  the  favourite  horse,  or 
the  pet  dog.  We  can  now  visit  the  animals  at  home,  and 
make  pictures  of  them  while  pursuing  their  ordinary  avoca- 
tions, such  as  cattle  in  a farmyard  or  cooling  themselves 
in  a stream  during  the  noonday  heat,  horses  ploughing,  pigs 
feeding,  deer  in  a park,  and — what  has  not  yet  been  done 
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quite  successfully,  but  which  is  possible — pigeons  flying,  or 
just  alighting  to  be  fed.  Yet  of  the  many  instantaneous 
photographs  now  taken  few  have  any  pictorial  interest,  and 
many  are  absolutely  untrue  to  nature  as  we  see  it.  I shall 
have  a separate  chapter  on  this  subject  further  on. 

It  is  now  so  easy  to  catch  what  might  be  called  the 
accidental  beauties  of  nature.  Hitherto,  before  the  tent 
could  be  erected  and  the  plate  prepared,  the  cloud  that  partly 
covered  the  landscape,  and  gave  a beautiful  breadth  of  light 
and  shade,  was  gone ; the  figures  that  gave  point  and  life 
to  the  view  had  moved  on,  or  the  waggoner  with  that 
picturesque  waggon  and  team  of  powerful  horses  could  not 
wait. 

But  perhaps  the  purpose  for  which  quick  dry  plates  are 
found  of  as  much  advantage  as  anything  else  is  in  photo- 
graphing interiors.  There  were  many  places  where  the  wet 
plate  with  its  rain  of  silver  drops  was  tabooed.  Museums 
and  picture-galleries,  well-furnished  houses  and  yachts,  are 
now  open  to  the  camera,  while  as  for  quality,  the  results 
have  never  before  been  approached. 

In  professional  portraiture  it  is  every  photographer’s  ex- 
perience that  he  used  to  lose  a certain  percentage  of  sitters 
because  he  could  not  take  them  quickly  enough,  even  on 
fine  days,  by  the  old  process.  Young  children,  nervous  people, 
and  occasionally  some  who  are  afflicted  with  diseases,  such 
as  palsy,  which  prevent  them  sitting  the  necessary  time,  were 
usually  the  causes  of  these  vexatious  losses.  This  percentage 
is  now,  by  aid  of  the  quick  plates,  either  very  much  reduced, 
or  wiped  out  altogether.  Subjects  that  at  one  time  I should 
have  looked  upon  with  despair,  I now  anticipate  with  pleasure. 
Subjects  that  were  once  almost  out  of  the  question  are  now 
possible,  and  the  merely  possible  of  the  old  time  are  now 
easy.  Very  little  more  is  now  required  than  a knowledge 
of  what  will  make  a picture,  and  a capacity — rarer  than  some 
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people  would  think — for  making  up  your  mind.  That  the 
photographer  may  acquire  the  faculty  of  making  up  his  mind, 
and  that  he  may  know  that  it  is  made  up  rightly,  is  one 
of  the  objects  for  which  this  book  is  written. 

Although  I do  not  mean  to  interfere  with  the  teachers 
of  technical  photography,  there  is  one  point  in  connection 
with  dry  plates  I cannot  refrain  from  giving ; it  is  this  : — 
Do  not  make  experiments  in  the  field ; you  will  have  enough 
to  do  to  make  pictures.  Some  photographers  will  have  a 
different  kind  of  plate,  of  varying  degrees  of  sensitiveness, 
in  each  slide.  This  is  scientific  experiment,  if  you  like,  but 
not  picture-making.  Find  out  by  trial  at  home  a make  of 
plate  that  you  think  will  suit  you,  and  keep  to  it.  It  is 
easier  to  get  good  pictures  with  rather  inferior  plates,  if  you 
know  them , than  with  first-rate  ones  of  which  you  have  no 
experience.  I will  not  go  as  far  as  to  say  don’t  try  to  get 
a better  kind  of  plate  than  those  you  are  using — that  would 
be  to  stop  all  progress — but  do  not  change  for  the  sake  of 
change. 


CHAPTER  II. 


OUR  TOOLS. 


HE  introduction  of  dry  plates  has  revolutionized  photo- 


graphy  in  more  ways  than  one.  The  immense  increase 
in  rapidity  has  rendered  many  of  the  quick-acting  lenses — 
triumphs  of  the  optician’s  art — almost  useless,  and  in  time 
those  prodigious  efforts  of  the  camera-maker’s  genius  and 
French  polish,  in  which  some  photographers  delight,  will  he 
looked  upon  as  curiosities,  or  burnt  as  lumber.  It  will  be 
found  that  the  camera  of  the  future  will  run  more  to  light- 
ness and  adaptability.  I have  always  protested  against  the 
weight  some  manufacturers  have  imposed  on  the  unfortunate 
carriers  of  their  cameras,  and  am  pleased  to  see  them  working 
in  the  right  direction  at  last.  There  was  a time  when  it 
was  impossible  for  photographers  to  get  a camera  made  to 
their  liking,  except  by  the  village  carpenter.  The  despotic 
manufacturer  who  never  used  a camera  in  his  life,  insisted 
that  he  knew  better  what  a photographer  wanted  than  he 
did  himself,  and  the  unfortunate  operator  had  to  submit. 
Many  years  ago,  a famous  African  traveller  asked  me  to 
inspect  a photographic  outfit  which  had  been  prepared  for 
him  by  order  of  the  Government.  What  he  really  required, 
in  my  opinion,  was  about  thirty  pounds  weight  of  apparatus 
and  materials,  neatly  packed  in  a small  box,  or,  to  be  liberal, 
say  another  ten  pounds  for  glass — cost : not  more  than  forty 
or  fifty  pounds.  It  was  not  necessary  that  the  photographs 
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should  be  of  a large  size ; and  with  an  outfit  similar  to  this, 
any  intelligent  photographer,  other  circumstances  agreeing, 
ought  to  be  able  to  give  a pretty  good  idea  of  a journey 
through  Africa.  What  really  was  provided  was  contained 
in  several  enormous  cases  weighing  nearly  a ton,  and  which 
cost  several  hundreds  of  pounds.  Amongst  other  absurdities 
I found  that  the  collection  contained  three  pounds  of  ammonia 
(at  that  time  occasionally  employed  for  correcting  the  nitrate 
bath,  and  of  which  a few  drops  would  have  been  sufficient), 
and  only  one  pound  of  hypo,  notwithstanding  that  there  was 
a ream  of  albumenized  paper  supplied  ! I said  to  the  travel- 
ler’s brother,  who  was  to  have  been  the  photographer  of  the 
expedition,  “ You  had  better  leave  this  little  lot  at  home, 
and  save  yourself  the  trouble  of  dropping  it  into  the  first 
jungle  you  come  to.”  The  expedition  sailed  a day  or  two 
afterwards,  and  there  was  no  time  to  make  any  material 
alteration.  This  grand  set  of  Spanish  mahogany,  French 
polished,  brass-bounci  for  hot  climates,  etc.,  apparatus,  with 
the  accompanying  laboratory  of  every  chemical,  liquid  or 
solid,  that  the  wildest  scientific  imagination  could  suggest  as 
possibly  useful  in  the  art,  never  came  back,  nor  was  a single 
picture  ever  sent  home. 

Apparatus  should  be,  above  all  things,  light  and  easily 
worked ; and  at  the  same  time  there  can  be  no  objection  to 
its  being  cheap ; but  I do  not  insist  upon  this,  and  low-priced 
articles  are  seldom  cheap.  It  is,  perhaps,  more  economical 
tp  obtain  perfectly  efficient  tools  at  once  than  to  begin  with 
“ cheap  sets.”  These  “ sets  ” are  useful  in  inducing  people  to 
begin  photography,  but  they  are  soon  discarded  for  something 
better.  It  looks  so  wise  and  inexpensive  to  get  everything 
complete  for  fifty  shillings,  and  all  photographers  know  how 
difficult  it  is  to  give  up  the  art,  or  to  stand  still,  when  they 
have  once  begun.  The  constant  fascination  photography 
exercises  over  its  votaries  is  one  of  the  curiosities  of  the 
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century;  it  is  the  only  thing  that  has  not  gone  out  of 
fashion  during  the  last  fifty  years. 

The  apparatus  for  the  traveller,  to  which  I have  alluded, 
was  for  outdoor  work.  The  arrangements  for  studio  work 
were  still  more  complicated  and  clumsy.  Let  us  visit,  by  way 
of  illustration,  an  enthusiastic  amateur  friend  whose  studio 
is  fitted  up  with  all  the  luxuries  in  the  way  of  apparatus 
that  wealth  can  supply.  I find  myself  about  to  take  a card 
portrait.  I focus  the  first  half  of  the  plate  for  a full-length 
figure.  Here  I meet  with  a difficulty  at  the  outset : ingenuity 
has  devised  a snare,  into  which  I immediately  fall.  Attached 
to  the  lens  is  a cone,  intended  to  prevent  unnecessary  rays  of 
light  entering  the  camera,  and  fogging  the  plate  (a  difficulty 
I never  met  with,  under  any  circumstances,  at  home) ; inside 
this  conical  shade  is  a shutter  for  exposure,  worked  from  the 
outside  by  a brass  knob  (this  knob  being  round,  your  only 
means  of  knowing  whether  the  shutter  is  up  or  down  is  by 
looking  inside  from  the  front) ; the  shutter  is  hinged  from  the 
top,  and,  when  opened,  is  caught  by  a spring ; to  make  the 
spring  hold,  you  have  to  give  the  shutter  a jerk  as  you  expose 
the  picture,  which  makes  the  camera  vibrate.  When  I am  in 
the  act  of  focussing,  down  comes  the  shutter.  This  is  set  up 
again  with  greater  care,  and  the  slide  inserted.  The  sitter, 
who  is  the  only  one  in  the  room  who  has  an  opportunity  of 
seeing  or  knowing,  except  from  memory,  discovers,  just  in 
time,  that  the  shutter  is  open,  for  with  these  cones,  as  I have 
explained,  the  operator  can  only  tell  if  the  lens  is  open  by 
looking  in  at  the  front ; the  round  knob  gives  him  no  indica- 
tion. Before  the  intended  exposure  is  quite  over,  the  spring 
gives  way  again,  and  the  shutter  falls.  If  these  cones  must 
be  used,  the  shutter  should  be  binged  at  the  bottom,  so  that, 
when  open,  it  might  fall ; there  would  then  be  no  danger  of  a 
premature  and  fatal  termination  to  the  exposure  ; and  if  the 
shutter  was  allowed,  when  shut,  to  incline  towards  the  lens, 
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there  would  be  no  necessity  for  a spring,  and,  consequently,  no 
danger  of  vibrations. 

The  card  picture  was  followed  by  an  attempt  to  take  a life- 
sized  bead  on  a twenty  by  sixteen  plate.  It  took  two  strong 
men  and  a guide  to  haul  forth  the  large  camera  on  rollers. 
This  camera  and  stand  is  the  masterpiece  of  its  maker.  The 
back  has  more  ingenious  movements  than  I could  ever  learn 
the  use  of,  although  I have  given  up  my  mind  to  finding  out 
all  the  dodges ; the  front  is  a complicated  system  of  brass  and 
woodwork ; the  sides  are  panelled ; the  stand  is  made  of  heavy 
oak ; it  rises  up  and  goes  down,  it  tips  forward  and  backward, 
and  looks  to  the  right  and  to  the  left.  The  sitter  is  placed, 
and  we  attempt  to  focus  him — but  now  comes  a difficulty. 
This  camera,  made  by  one  of  the  first  makers  in  the  world, 
especially  for  taking  life-sized  heads,  with  all  its  complicated 
motions,  has  none  whatever  for  meeting  the  requirement  for 
which  it  was  made.  The  focus  is  obtained  by  a screw  by 
wThich  the  front  of  the  camera,  carrying  the  lens,  is  pushed  in 
and  out ; not  a bad  form  for  small  cameras,  but  any  one  who 
has  tried  ta  focus  an  object  of  the  full  size  with  an  arrange- 
ment of  this  kind  will  know  that  it  is  impossible  to  do  so.  An 
ilnage  of  the  size  of  the  original  is  produced  by  the  lens  being 
equi-distant  from  the  object  and  the  ground  glass,  and  when 
the  lens  is  made  to  move  between  the  object  and  the  plate, 
no  focus  can  be  got.  The  only  way  to  get  focus  under  these 
circumstances  is  to  move  either  the  camera  or  the  sitter,  both 
troublesome  operations,  especially  when  the  camera  is  too 
heavy  to  move,  and  the  sitter  so  well  posed  that  any  alteration 
may  be  for  the  worse.  At  length  a make-shift  sort  of  image 
is  got,  not  exactly  of  the  size  required,  but  we  are  too 
exhausted  to  try  further.  The  plate  is  put  in  the  slide,  which, 
being  so  heavy,  is  with  difficulty  placed  in  the  camera,  and 
then — something  gives  way  somewhere,  for  the  front  of  the 
camera  falls  a few  inches.  It  is  found  that  one  of  the  blocks 
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of  wood,  which  had  been  inserted  to  stop  vibration,  has  fallen 
out ; for  it  is  a peculiarity  with  these  heavy  stands,  theore- 
tically made  to  be  very  rigid,  that  they,  from  their  many 
complications,  vibrate  more  than  commoner  and  simpler  ones. 
The  picture  is  at  last  exposed.  The  developing  is  a difficulty, 
for  the  violent  struggle  with  the  camera  has  exhausted  me, 
and  made  my  hand  shake.  The  sitter,  also,  has  become  very 
tired,  and  looks  stupid.  The  end  is,  the  negative  is  destroyed, 
and  none  of  us  has  pluck  enough  to  try  another.  Thus 
superfine  apparatus  may  defeat  the  best  intentions. 

This  is  a faithful  relation  of  a scene  that  occurred  some  years 
ago.  The  apparatus  is  now  rotting  in  an  out-house.  I have 
shown  what  apparatus  should  not  be ; let  us  now  try  to  arrive 
at  what  it  should  be ; and  I have  great  pleasure  in  noticing 
that  a vast  improvement  has  taken  place  in  the  designs  of 
cameras  and  other  apparatus  during  the  last  few  years.  The 
makers  have  at  last  listened  to  those  who  have  to  use  the 
tools,  and  it  is  now  possible  to  obtain,  without  much  trouble, 
cameras  and  other  implements  that  are  easy  to  carry  and  a 
delight  to  use. 

Tf  a photographer  is  to  do  the  best  and  most  artistic  work 
of  which  he  is  capable,  he  must  keep  his  head  clear  and  level, 
and  be  enabled  to  devote  his  chief  attention  to  his  subject,  and 
the  consideration  of  the  best  method  of  treating  it.  His  tools 
and  materials  must  be  so  arranged  that  they  play  into  his 
hand  ; this,  at  all  events,  is  what  I find  necessary  in  my  own 
practice.  I take  some  large-sized  pictures ; but  I do  not 
possess  a camera  up  to  the  fifteen  by  twelve  size  that  I cannot 
pick  up  and  carry  away  with  ease,  or  that  has  any  loose  pieces 
to  mislay  or  leave  at  home. 

A camera,  then — we  will  take  a field  camera,  for  example, 
as  this  book  is  chiefly  on  out-door  work — should  be  light,  so 
that  it  may  be  easily  transported  from  one  place  to  another 
with  no  unnecessary  fatigue  to  the  operator.  A tail-board 
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camera  is  the  form  I prefer.  There  should  be  no  loose  pieces  ; 
bolts  should  be  used,  where  possible,  instead  of  screws;  the 
focussing  glass  should  be  hinged  to  fall  and  not  to  lie  on  the 
top  of  the  camera,  where  it  is  in  the  way  of  the  focussing  cloth 
and  the  finder ; the  back  should  swing  one  way  only — that  is, 
so  to  give  the  foreground  a better  chance  of  being  in  focus. 
I prefer  it  when  it  opens  much  wider  than  it  is  usually  made 
to  do,  say  one  and  a quarter  inches  in  a ten  by  eight  camera ; 
this  is  especially  useful  in  pictures  of  the  sea.  The  swing  the 
other  way,  usually  employed  for  correcting  the  vertical  lines  of 
buildings  when  the  lens  has  to  be  tilted  up  (and  which  camera- 
makers  will  insist  upon  your  having,  whether  you  want  it  or 
not),  is  so  rarely  required,  as  to  be  practically  useless  in  ordinary 
cameras,  and  only  adds  to  the  weight.  I cannot  call  to  mind 
any  occasion  on  which  I have  wanted  this  movement ; yet  I 
have  had  to  carry  it  about  with  me  for  five-and-twenty  years  ! 
There  is  a new  way  of  making  the  camera-back,  lately  intro- 
duced, which  is  very  compact.  It  is  easily  worked,  but  too 
complicated  for  description.  The  plate-holders  should  be  of 
the  solid  form — that  in  which  the  shutters  pull  completely 
out.  This  is  a capital  invention,  for  which,  I believe,  we  are 
indebted  to  America ; the  slides  are  better  and  cheaper  than 
those  of  the  old  book  form.  The  word  “ slide  ” should  be  a 
misnomer.  It  is  not  necessary  that  the  plate-holder  should  be 
pushed  its  whole  length,  often  in  danger  of  sticking  in  the 
groove;  a slight  catch  will  hold  the  largest  holder  securely 
in  its  place. 

The  front  of  the  camera  should  be  made  so  that  the  lens 
may  be  raised  when  it  is  necessary  to  cut  off  a piece  of  the 
foreground.  The  piece  to  hold  the  lens  should  not  run  in 
grooves,  but  should  be  made  to  fit  in  its  place  with  a spring. 
The  camera  should  be  easily  unpacked,  and  ready  for  use  at 
a moment’s  notice.  Photography  is  not  the  leisurely  pursuit 
it  was  in  the  days  of  collodion.  Subjects  continually  occur  in 


14  PICTURE-MAKING  BY  PHOTOGRAPHY. 

a country  walk  that  will  not  admit  of  delay.  Cameras  are 
now  made  so  that,  by  touching  a bolt  or  a spring,  the  tail- 
board falls  down,  another  bolt  fastens  the  side-piece,  and  it  is 
ready  to  fix  on  the  tripod  in  a few  seconds.  Sufficient  exten- 
sion should  be  arranged  to  allow  the  use  of  long  and  short- 
focus  lenses.  Small  cameras  are  better  focussed  with  a rack- 
and-pinion — large  ones,  with  an  endless  screw.  The  stand 
should  be  a tripod  of  the  lightest  construction  that  will  admit 
of  steadiness,  and  steadiness  does  not  so  much  depend  on 
strength  of  ligib  as  on  width  of  attachment  to  the  camera. 
Finally,  the  camera  should  be  so  light-tight  that  it  may  be 
used  in  the  sun  without  any  covering.  The  solid  holders,  when 
well  made,  are  quite  safe,  and  the  other  parts  should  not 
require  to  have  a black  cloth  wrapped  round  them.  There  are 
times  when  your  subject  may  vanish  while  you  are  blundering 
over  tying  out  light  that  should  never  have  the  chance  of 
getting  in.  A perfect  camera  should  be  beyond  suspicion 
of  admitting  light.  In  the  larger  sizes  of  this  new  form  of 
holder  there  is  danger  of  admitting  light  if  the  holder  is  not 
withdrawn  or  returned  very  evenly.  If  part  of  the  holder  is 
pulled  out  while  the  other  end  of  it  is  keeping  open  the  spring 
which  shuts  out  light  as  the  shutter  is  withdrawn,  light  must 
be  admitted.  In  this  case,  a black  velvet  sleeve,  made  so  as 
to  slip  easily  on  and  off  the  end  of  the  holder  with  elastic,  is 
a perfect  protection.  In  use,  it  should  be  fixed  on  to  the  end 
of  the  holder,  and  the  shutter  pulled  into  it.  It  may  then  be 
removed,  as  it  is  only  during  the  pulling  out  or  replacing  of 
the  shutter  that  light  can  get  in. 

What  particular  lenses  to  use  for  various  purposes  has 
always  been  a knotty  point.  As  I don’t  suppose  that  many 
of  my  readers  will  care  to  supply  themselves  with  a whole 
battery  of  lenses,  I think  it  sufficient  to  say  that  that  known 
as  the  rapid  rectilinear  form  is  the  best  for  general  purposes. 
It  would  also  be  useful  to  have  a wide-angle  single  landscape 
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lens.  I usually  take  two  or  three  different  kinds  of  lenses 
with  me,  but,  practically,  I find  the  rapid  rectilinear  does  most 
of  the  work.  It  is  necessary  to  guard  against  the  entrance  of 
light  through  the  diaphragm  slit  in  this  lens.  The  little  light 
that  comes  through  the  aperture,  which  never  hurts  a 
collodion  plate,  fogs  a gelatine  film,  especially  if  the  camera 
is  kept  waiting  any  length  of  time  for  exposure  with  the 
shutter  withdrawn.  A guard  fastened  with  an  india-rubber 
band  not  only  keeps  out  the.  light,  but  prevents  the  diaphragm 
slipping  out. 

For  photographing  seas  and  skies,  some  other  method  of 
exposing  the  plate  than  the  simple  and  primitive  one  of  taking 
the  cap  off  the  lens  with  the  hand  is  necessary.  Many 
ingenious  contrivances  have  been  invented  for  this  purpose; 
but  I know  of  none  better  than  the  simple  drop  shutter.  If 
this  should  be  found  to  be  too  heavy  there  are  many  forms  in 
the  market  to  select  from.  Whatever  form  is  used  should  be 
made  to  act  by  pressing  a pneumatic  ball  and  tube.  The  shutter 
dropping  of  its  own  weight  will  be  quick  enough  for  most 
purposes ; but  if  it  is  necessary  £o  give  a quicker  exposure,  any 
degree  of  velocity  may  be  attained  by  the  application  of  springs 
made  of  india-rubber  bands  of  different  strengths.  I strongly 
object  to  use,  except  as  a toy  or  for  scientific  purposes,  any 
shutter  quicker  than  one-twentieth  of  a second.  Artists  do 
not  want  to  make  the  mistake  of  Mr.  Muybridge  who  seems 
to  want  to  prove  that  artists  are  wrong  because  they  do  not 
represent  animals  as  they  do  not  see  them. 

There  is  one  tool  which  has  not  yet  been  invented,  but 
which  would  be  of  great  use — I mean  a portable  head  and  body- 
rest  that  would  pack  with  the  tripod.  Its  great  merit,  apart 
from  efficiency,  would  be  lightness.  From  my  experience  with 
head-rests  (whose  chief  virtue,  hitherto,  seems  to  have  been  in 
weight)  it  seems  almost  absurd  to  suggest  a portable  *form  of 
this  useful  but  much  abused  instrument ; but  I think  some- 
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thing  might  be  constructed  in  which  mechanical  contrivance 
might  take  the  place  of  weight.  Something  based  on  the 
principle  of  the  tripod  might  be  put  together  for  use  in  difficult 
cases,  for  of  all  the  disappointments  that  occur  to  the  photo- 
grapher, I don’t  know  a greater  than  for  him  to  find,  when  he 
develops  at  home  a plate  he  exposed  hundreds  of  miles  away, 
that  he  has  got  a marvellously  fine  picture  in  every  respect 
except  that  it  was  entirely  spoilt  by  the  movement  of  one  of 
the  figures.  I think  that  everything  in  photography  has, 
in  skilled  hands,  been  reduced  to  a certainty,  or  as  near  a 
certainty  as  is  possible  in  this  world,  with  the  exception  of  the 
steadiness  of  the  sitter.  If  this  could  be  attained,  a great 
advance  would  be  gained.  The  shortness  of  exposure  at  which 
we  have  now  arrived  is  certainly  in  favour  of  steadiness  ; but 
it  is  a fact  that,  if  a figure  moves  during  a second’s  exposure 
with  a quick  plate,  the  blurring  is  as  great  as  if  the  exposure 
was  of  a minute’s  duration.  There  is  an  unconscious  and 
almost  imperceptible  swing  about  a standing  figure,  especially 
if  in  a difficult  pose,  that  would  be  checked  by  a very  slight 
support  for  the  head  and  back.  The  expression  of  the  figure 
also  would  be  better  if  supported.  When  a model  has  given 
all  his  thoughts  to  keeping  still,  he  looks  like  it.  This  is  the 
cause  of  most  of  the  stiff  attitudes  for  which  photographs 
are  famous.  The  figure  tries  to  get  into  a good  position 
for  accomplishing  rigidity  at  the  expense  of  ease  and  grace.  I 
know  that  there  is  at  least  one  photographer  who  makes  a 
virtue  of  indistinctness ; but  when  this  curiously  appreciated 
quality  occurs  in  the  head  of  the  principal  figure  and  the  other 
parts  of  the  picture  are  moderately  sharp  it  is,  at  least,  a 
virtue  misplaced. 


CHAPTER  III. 


COMPOSITION. 


ERY  little  true  artistic  work  can  be  done  without  some 


knowledge  of  the  laws  of  composition.  A picture  by 
one  ignorant  of  these  rules  may  occasionally  come  right  and 
be  effective,  but  he  must  not  expect  a series  of  such  accidents 
to  occur.  No  real  success  can  be  hoped  for  that  is  not  based 
on  a knowledge  of  the  laws  which  govern  the  arrangement 
of  a picture  so  that  it  shall  have  the  greatest  amount  of 
picturesque  quality.  There  is  no  royal  road  to  success  in 
art.  Innate  good  taste  is  sometimes  relied  on,  but  it  is  a poor 
substitute  for  knowledge.  Nothing  but  a fair  acquaintance 
with  the  rules  of  art — at  least  so  far  as  regards  composition 
and  light  and  shade — will  enable  a photographer,  however 
intelligent,  to  succeed  in  always  making  the  best  use  of  the 
subjects  he  may  find  for  his  camera.  These  rules,  as  far  as 
they  can  be  applied  to  his  art,  I have  endeavoured  to  make 
clear  to  the  photographer  in  a former  work ; * 1 will  not, 
therefore,  enter  into  the  more  complicated  branches  of  the 
subject,  but  it  will  be  convenient  to  give  a short  summary  or 
outline  here,  and  refer  the  student  for  fuller  information  to 
“ Pictorial  Effect.” 

The  object  of  composition  is  to  present  the  subject  of  your 
intended  picture  in  an  agreeable  manner ; it  is  to  art  what 
grammar  is  to  literature,  and  a picture  ill-composed  is  equiva- 
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lent  to  a book  written  in  slip-shod  English.  The  principal 
objects  to  be  sought  are  harmony  and  unity,  so  set  forth  that 
pleasure  may  be  given  to  the  eye  without  any  sacrifice  of 
the  truth  of  nature.  This  is  done  by  the  preservation  of 
a harmonious  balance  of  lines,  and  light  and  shade.  By  a 
proper  distribution  of  lines  and  masses,  the  principal  parts  in 
the  picture  will  be  brought  prominently  forward,  and  those 
of  less  consequence  will  retire  from  the  eye,  and  will  support, 
or  act  as  a foil  to,  the  chief  objects  of  interest.  In  short,  the 
grand  fundamental  laws  of  composition  may  be  summed  up 
very  briefly.  They  are  unity,  balance,  and  the  adaptability  of 
the  whole  to  breadth  of  light  and  shade,  by  which  the  principal 
object  in  a picture  — such,  for  instance,  as  the  head  in  a 
portrait — is  brought  forward  most  prominently,  yet  united 
with  the  other  parts,  so  that  the  eye  may  first  see  the  point 
of  chief  interest,  and  be  gradually  and  agreeably  led  over  the 
picture. 

If  you  will  examine  any  of  the  pictures  produced  by  great 
artists  during  the  last  three  hundred  years,  you  will  find  that 
the  arrangement  of  them  is  all  more  or  less  based  on  a few  very 
simple  forms,  and  these  forms  may  be  traced  running  through 
all  kinds  of  pictures,  from  the  simplest  landscape  up  to  the 
grandest  historical  subject.  And  if  you  care  to  go  back  more 
than  two  thousand  years,  you  will  find  that  the  laws  of  com- 
position, as  we  have  them  now,  must  have  guided  the  sculptors 
of  that  time.  The  Frieze  of  the  Parthenon,  by  Pheidias,  in 
the  British  Museum,  is  a fine  specimen  of  formal  composition, 
showing  subtle  beauties  of  the  most  intricate  and  scholastic 
order.  These  forms  partake  of  the  leading  idea  of  the  triangle 
or  pyramid,  the  diagonal  line  and  its  contrasts  (which  is  a 
variation  of  the  same  thing),  and  the  circle  with  its  modifi- 
cations. 

Of  the  first  importance  in  composition  is  balance.  All  lines 
should  be  balanced  or  compensated.  Without  a due  regard  to 
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this  important  quality  a picture  would  appear  ready  to  fall 
to  pieces. 

Example : — Lines  running  in  one  direction,  whether  parallel 
or  otherwise,  would  give  a weak  and  awkward  appearance. 
A sense  of  falling  is  conveyed  to  the  mind  by  lines  repeating 


each  other  thus 


When  lines  of  this  character 


occur,  it  will  be  always  found  possible  to  produce  compensating 
lines  in  other  parts  of  the  picture,  thus  x / \ or  if  lines 


run  diagonally  down  a picture  thus 


a 


compensation  for  the  lines  A is  found  in  the  line  B. 

There  are  many  ways  in  which  oblique  lines  may  he  com- 
pensated, in  a great  measure  depending  on  the  ingenuity  and 
skill  of  the  artist.  Here  are  some  examples. 


In  the  lane  scene,  the  falling  lines  of  the  foreground  tree 
on  the  right  are  supported  by  the  opposing  lines  of  the  more 
distant  trees  on  the  left.  The  sheep  also  greatly  aid  in  pre- 
serving balance.  In  the  lake  scene,  a different  disposition 
of  balancing  lines  is  shown.  The  lines  of  the  near  rocks  and 
foreground  oppose  the  lines  of  the  mountains,  and  the  dark 
foreground  contrasts  and  sends  back  the  extreme  distance. 

The  diagonal  line  is  very  suitable  as  a framework  on  which 
to  construct  a composition ; but  the  base  of  the  angle  must 
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be  supported.  This  may  be  done  by  the  opposition  of  lines* 
as  already  shown,  or  by  contrast,  which  in  art  often  supplies' 
the  place  of  balance.  In  the  sketch  from  a photograph  by 
Mr.  Mayland,  the  darkest  spot — the  boat — is  opposed  to  the 
highest  light,  and,  being  the  nearest  object,  is  opposed  to  the 
most  distant,  thus  giving  effect  to  each  other  by  contrast ; and 
the  boat,  being  at  the  base  of  the  angle,  supports  the  whole 
and  acts  as  a kind  of  key  to  the  entire  framework  of  the 
composition. 

If  the  student  will  imagine  the  boat  removed,  or  cover  it 
with  his  finger,  he  will  find  that  the  composition  falls  to  pieces. 


The  fishing  village  will  appear  to  have  nothing  to  support  it 
— no  solid  foundation.  The  lines  running  to  a point  in  the 
distance  appear  to  want  collecting  together  and  regulating;  the 
distance  appears  to  come  forward,  and  parts  do  not  take  their 
proper  relation  to  one  another.  This  form  of  composition,  with 
its  endless  variations,  is  most  valuable  to  the  landscape  photo- 
grapher, because  it  is  more  within  his  control  than  any  other. 
It  must  be  a very  awkward  landscape  that  would  not  admit  of 
a contrasting  or  balancing  spot  of  either  light  or  dark,  and  this 
can  nearly  always  be  supplied  by  a figure  or  figures.  Lines  for 
the  purpose  of  contrasting  the  leading  forms  of  the  view  may 
be  supplied  by  the  sky;  in  the  last  illustration  the  lines  of  the 
clouds  are  made  to  oppose  the  lines  of  the  village,  and  the 
direction  of  the  lines  of  the  old  fisherman  who  is  setting  out  his 
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nets  on  the'  sh ingle  to  dry  also  serves  to  contrast  the  leading 
lines  of  the  composition. 

The  next  illustration,  Sir  A.  W.  Callcott’s  “ Dutch  Peasants 
returning  from  Market,’’  in  the  National  Gallery,  shows  the 
application  of  these  rules  in  an  important  picture.  The 
diagonal  composition  will  be  easily  seen,  so  also  will  be  the 
balancing  spot — the  girl  in  front — and  the  contrasting  lines 
of  the  clouds. 


Turner’s  “ Fighting  Temeraire  ” is  also  composed  on  the 
same  lines,  which  the  student  will  now  be  able  to  trace  for 
himself. 

Surely  this  picture  of  the  grand  old  lighting  ship  being 
tugged  to  her  last  berth,  perhaps  to  be  broken  up,  by  the 
business-like  little  steamer,  is  the  most  pathetic  ever  painted 
from  which  humanity  is  absent. 

It  is  not  necessary  that  the  ruling  point,  or  key-note,  should 
he  at  the  side  of  the  picture,  and  under  the  extreme  distance. 
It  will  be  found,  by  an  examination  of  the  best  landscapes,  to 
vary  very  considerably ; but  if  it  be  an  important  object,  it 
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will  never  be  found  exactly  in  the  centre,  or  under,  or  in  a 
line  with,  any  other  important  or  prominent  form  of  the  same 
size  or  character. 


Here  are  two  other  variations  of  the  use  of  the  balancing 
spot.  In  the  first  instance,  the  spot  is  obtained  by  a dark 
figure — in  the  other,  by  a white  swan. 


It  is  not  absolutely  necessary  that  the  landscape  should  rigidly 
follow  the  diagonal  line — there  are  endless  variations  of  the 
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principle ; but  I give  this,  the  plainest  and  clearest  of  all  the 
rules  of  composition,  prominently,  because  it  is  a key  which, 
once  mastered,  will  enable  the  student  to  unlock  the  secrets  of 
the  most  complicated  designs,  and  render  his  future  studies  easy. 

It  would  be  useful  practice  for  the  student  now  to  study  some 
good  pictures  with  a view  to  analysing  their  composition  as  far 
as  he  understands  it  at  present.  Perhaps  the  most  readily 
accessible  would  be  found  in  illustrated  books.  The  student  may 
rely  on  any  illustrations  by  Birket  Foster  as  being  sure  and 
certain  guides  to  good  composition.  If  he  can  get  any  of  these 
— they  are  very  plentiful — let  him  look  for  the  balancing  spot, 
and  learn  to  recognize  it  under  all  its  disguises.  He  may  be 
quite  certain  that  it  is  always  there.  I never  saw  the  slightest 
sketch  by  this  popular  artist  that  was  deficient  in  balance,  and 
his  subjects  are  usually  within  the  reach  of  the  photographer. 

We  now  come  to  the  consideration  of  pyramidal  forms,  an 
extension  or  multiple  of  the  diagonal  line,  very  suitable  for  the 
arrangement  of  single  figures  and  groups,  but  which  also  applies 
to  landscape — and,  indeed,  every  other  branch  of  art.  For  the 
purpose  of  elucidating  this  method  of  composition,  it  would  be 
well  to  analyse  a picture  that  has  already  been  produced  by 
photography.  We  will,  therefore,  take  the  frontispiece  of 
this  volume,  “ A Merry  Tale” — like  Touchstone’s  Audrey,  “ A 
poor  thing,  but  mine  own.”  If  the  student  feels  a desire  for 
going  further  into  this  part  of  the  subject,  he  will  find  it 
much  more  completely  detailed  in  “ Pictorial  Effect  ” in  a 
minute  analysis  of  Wilkie’s  “ Blind  Fiddler.” 

In  pyramidal  composition  the  group  should  consist  of  a series 
of  irregular  pyramids.  A perfectly  symmetrical  group  would 
want  variety,  and  be  too  formal  and  stiff.  These  series  of 
pyramids  should  be  contrasted  and  balanced  in  various  ways, 
and  yet  so  joined  together  as  to  produce  unity  and  harmony ; 
the  whole  arrangement  should  lend  itself  to  an  agreeable  breadth 
of  light  and  shade,  and  leading  sinuous  lines  should  run  through 
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the  composition,  leading  the  eye  from  part  to  part,  and  uniting 
the  whole  together. 

The  first  great  thing  in  making  a picture  is  to  have  an  idea ; 
but  we  shall  come  to  that  further  on.  At  present  we  have 
only  to  consider  the  mechanical  arrangement  of  a group  • hut 
every  picture  should  have  some  leading  idea — some  special  fact 
— to  which  the  parts  lead  up  and  intensify,  and  nothing  should 
be  allowed  to  come  between  the  spectator  and  the  leading  idea. 

In  “ A Merry  Tale,”  the  story-teller  forms  a pyramid  in 
herself,  the  arm  and  hand  contrast  the  pyramidal  line,  and 
lead  to  the  other  figures  of  the  group.  The  hand — a point  on 
which  the  whole  group  depends — had  to  be  made  conspicuous. 
The  figure  in  a straw  bonnet  forms  a pyramid  in  herself,  and 
repeats  with  variation,  or  echoes,  the  principal  figure.  Repe- 
tition is  a fine  quality  in  composition,  but  too  subtle  a part 
of  the  subject  to  enter  into  here.  This  figure,  in  combination 
with  the  figure  behind  her,  makes  another  pyramid.  This 
form  is  also  emphasized  with  the  stick,  which  is  of  further 
use  in  affording  a straight  line  contrasting  with  many  curves, 
and  in  being  part  of  a curved  leading  line  extending  down 
the  stick  through  the  basket,  and  uniting  the  story-teller  to 
the  rest  of  the  group.  The  head  of  the  standing  figure  forms 
tbe  apex  of  the  complete  pyramid,  which  is  contrasted  by  the 
figure  lying  on  the  bank.  The  foreground  objects  serve  to 
balance  the  composition,  and  are  analogous  to  the  “ spot  ” so 
often  referred  to,  and  help  to  connect  the  figures.  It  would 
have  been  better  if  the  basket  and  jug  had  been  moved  a 
little  more  to  the  right,  and  the  jug  a little  nearer  the  camera. 
The  grouping  would  also  have  been  improved  if  the  upright 
tree  (which  is  useful  as  a contrasting  straight  line)  had  been 
a very  little  more  to  the  right.  It  would  then  have  been  the 
apex  (as  it  nearly  is  now)  of  another  pyramid,  uniting  the 
whole  picture.  Another  fault  in  the  grouping  is,  that  the 
path  is  too  nearly  in  the  centre ; this  could  have  been  easily 
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altered  by  a slight  movement  of  the  camera.  The  last  thing 
to  notice  is,  that  the  whole  of  the  figures  are  combined  by  a 
circular  base  line,  making  the  whole  into  a compact  group. 
The  composition  of  this  picture  is  further  referred  to  in 
Chapter  VIII.,  “ The  Genesis  of  a Picture,”  in  which  it  affords 
an  opportunity  of  showing  how  a picture  originated  and  was 
carried  out. 

There  are  many  other  things  to  consider  in  the  study  of  com- 
position, such  as  repose,  fitness,  symmetry,  repetition,  variety, 
unity,  subordination,  truth,  expression,  proportion,  etc. ; but 
the  primary  necessities — the  simple  law  of  balance  and  contrast 
—will  be  sufficient  here. 

It  is  a maxim  in  art,  that  art  should  conceal  the  art.  This 
simply  means  that  there  should  not  be  an  ostentatious  display 
of  knowledge.  That  picture  which  looks  most  like  nature  to 
the  uninitiated  will  probably  show  the  most  attention  to  rules 
to  the  artist.  As  Leslie  says  in  his  “ Painter’s  Handbook,” 
“ The  axiom  that  the  most  perfect  art  is  that  in  which  the  art 
is  most  concealed,  is  directed,  I apprehend,  against  an  osten- 
tatious display  of  the  means  by  which  the  end  is  accomplished, 
and  does  not  imply  that  we  are  to  be  cheated  into  a belief  of 
the  artist  having  effected  his  purpose  by  a happy  chance,  or  by 
such  extraordinary  gifts  as  have  rendered  study  and  pains  un- 
necessary. On  the  contrary,  we  always  appreciate,  and  there- 
fore enjoy,  a picture  the  more  in  proportion  as  we  discover 
ourselves,  or  are  shown  by  others,  the  why  and  the  wherefore 
of  its  excellencies ; and  much  of  the  pleasure  it  gives  us 
depends  on  the  intellectual  employment  it  affords.” 


CHAPTER  IV. 

LIGHT  AND  SHADE. 

IT  might  be  said  that  a knowledge  of  the  most  effective 
arrangements  of  light  and  shade  would  he  of  little  use  to 
the  landscape  photographer,  in  consequence  of  the  little  control 
he  has  over  the  lighting  of  his  subjects.  It  is  true  that  he 
cannot  throw  the  light  as  he  pleases  over  his  subject,  any  more 
than  he  could  really  move  mountains  if  they  interfered  with 
his  composition ; but  a knowledge  of  how  to  mass  light  and 
shade,  to  which  the  name  of  chiaroscuro  has  been  given,  will 
enable  him  to  know  better  what  will  make  a good  picture,  and 
to  select  with  more  certainty. 

The  photographer,  like  the  engraver,  produces  his  effects  by 
light  and  shade ; he  owes  nothing,  legitimately,  to  colour,  and 
being  deprived  of  the  latter  attractive  element — which  covers 
so  many  defects  in  painting — his  chiaroscuro  need  be  the  more 
perfect. 

The  word  chiaroscuro,  derived  from  the  Italian,  and  meaning 
light-dark,  by  no  means  clearly  conveys  the  idea  of  what  it  is 
intended  to  express.  Usage  has,  however,  reconciled  us  to  the 
use  of  the  term  to  express,  not  only  the  means  of  representing 
light  and  shade,  but  the  arrangement  and  distribution  of  lights 
and  darks  of  every  gradation  in  masses  in  a picture,  so  as  to 
produce  pictorial  effect,  just  as  the  word  composition  is  used  to 
express  the  pictorial  arrangement  of  lines. 

The  chief  object  to  attain  by  the  help  of  chiaroscuro  is 
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breadth  of  effect,  by  dividing  the  space  into  simple  masses 
of  light,  shade,  and  gradation,  preventing  that  confusion  and 
perplexity  incident  to  the  eye  being  attracted  by  numerous 
parts  of  equal  importance  at  the  same  time,  and  to  place  before 
the  spectator  at  the  first  view  the  principal  object  represented, 
so  that  the  eye  may  see  it  first,  and  be  gradually  and  insensibly 
led  to  examine  the  whole  picture ; to  keep  parts  in  obscurity, 
and  to  relieve  others,  according  to  their  pictorial  value.  It 
should  also  be  of  use  to  aid  the  sentiment  and  expression  of 
the  picture. 

It  is  admitted  by  all  writers  on  the  subject,  that  mere 
natural  light  and  shade,  however  separately  and  individually 
true,  is  not  always  legitimate  chiaroscuro  in  art.  Howard,  in 
his  useful  “ Sketcher  s Manual,”  to  which  I am  indebted  for 
several  hints  in  this  chapter,  advocates  the  use  of  “ arbitrary 
and  artificial  shadows,”  when  necessary,  for  pictorial  effect, 
“ whether  possible  to  be  found  under  such  circumstances 
in  nature  or  not,”  and  he  gives  an  instance  in  a picture  of 
Bonington,  in  which,  for  the  purpose  of  obtaining  a wedge- 
formed  mass  of  dark,  a shadow  is  thrown  upon  a cliff*  that 
could  not  by  any  possibility  be  there.  This  might  have  been 
allowable  fifty  years  ago ; but  since  photography  has  taught 
art  to  have  some  regard  for  the  truth,  I should  hesitate  to  add 
a shadow  to  a picture  if  I could  not  find  a natural  excuse  for 
it.  But  the  excuse  need  not  be  included  in  the  picture — the 
light  from  a window,  for  instance,  may  be  shown  without 
showing  the  window — any  more  than  it  would  be  always 
necessary  to  show  the  sun  when  sunlight  is  represented. 

Yet  we  have  the  great  example  of  Sir  Joshua  Beynolds  for 
the  artifice.  In  many  of  his  pictures  will  be  found  broad 
masses  of  shadow,  which  could  only  have  been  thrown  by  the 
sun,  while  the  lights  are  such  as  would  be  given  by  ordinary 
daylight.  This  is  false  to  nature,  but  we  cannot  help  admiring 
the  effect,  which  is  well  shown  in  this  sketch  of  Bobinetta, 


28 


PICTURE-MAKING  BY  PHOTOGRAPHY. 


from  the  picture  in  the  National  Gallery.  In  photography  we 
must  not  indulge  in  such  license.  It  would  be  very  unwise 
to  use  any  effect  which  could  not  be  shown  to  arise  from  a 
natural  cause.  Not,  however,  that  it  is  necessary  to  show 
cause  to  every  inquiry.  An  artist  is  not  obliged  to  damage 
the  effect  of  his  work  by  explaining  every  little  detail  as 
though  it  were  a patent  machine. 


In  nature,  generally,  light  is  shed  indiscriminately  on  all 
things  : subordinate  objects  may  be  brought  forward  promi- 
nently, and  important  features  may  be  cast  into  shade.  It  is 
not  so  with  art.  Art  must  select  and  arrange,  or  it  is  no  longer 
art.  A work  of  art  is  a work  of  order.  But,  although 
separate,  unselected  truth  may  not  be  true  art,  true  art 
requires  that  there  shall  be  no  absence  of  truth.  In  no  part 
of  art  is  judicious  selection  of  more  consequence  than  in  the 
choice  of  light  and  shade,  especially  in  photography,  because 
chiaroscuro  so  governs  the  effect  of  a picture,  that  a subject 
may  be  either  beautiful  or  the  reverse,  as  I shall  endeavour  to 
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show  further  on,  according  to  the  way  in  which  it  is  clothed 
in  light  and  shade.  Chiaroscuro  not  only  adds  a beauty  to 
perfect  outline,  but  transmutes  ugly,  and  sometimes  disgusting, 
subjects  into  artistic  gold.  Rembrandt’s  pictures,  often  ill- 
drawn,  and  absurd  in  design  and  invention,  always  vulgar  in 
choice  of  form,  are  of  priceless  value  for  their  marvellous 
chiaroscuro.  In  short,  a beautiful  picture  can  be  made  out  of 
ugly  materials,  if  we  can  throw  over  them  the  glamour  and 
witchery  of  perfect  chiaroscuro. 

As  I have  already  said,  the  principal  object  to  attain  is 
breadth.  It  is,  perhaps,  necessary  to  explain  that  this  does 


not  mean  a broad  space  of  equal  light  or  shadow ; such  an 
arrangement  would  result  in  flatness,  as  will  be  evident  to  the 
photographer  if  he  will  take  a view  with  the  sun  shining 
behind  his  camera.  He  would  find  a flat  mass  of  detail  without 
shadow  or  relief.  It  would  be  very  different  if  the  sun  were 
so  situated  in  relation  to  the  view  as  to  give  a broad  simple 
light  over  part  of  it,  the  rest  being  in  shadow.  In  the  sketch, 
the  sun  is  setting  to  the  left  out  of  the  picture,  the  foreground 
is  in  shadow,  and  the  sky  rather  dark  but  full  of  gradation, 
leaving  the  mountain  in  a fine  breadth  of  sunshine.  This  is 
one  of  the  most  agreeable  effects  in  art.  I may  as  well  point 
out  here,  as  I want  to  insist  on  its  value  all  throughout  this 
book,  that  the  composition  in  this  sketch  is  balanced  against 
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the  light  distance,  and  towards  the  end  of  the  falling  lines  by 
a balancing  spot ; in  this  instance,  it  consists  of  a combination 
of  the  lightest  light  and  darkest  dark  in  the  picture.  The 
word  breadth  is  used  in  contradistinction  to  the  term  spottiness, 
and  equal  lights  or  equal  darks  would  look  spotty.  Just  as  a 
degree  of  irritation  to  the  touch  arises  from  uneven  surfaces, 
so  all  lights  and  shades  which  are  interrupted  and  scattered 
are  more  irritating  to  the  eye  than  those  which  are  broad  and 
continuous.  It  must  not  be  supposed  from  this,  that  extreme 
contrast  in  light  and  shade  in  the  proper  quantity,  and  in  the 
right  place,  is  not  agreeable,  for  upon  contrast  and  opposition 


much  of  pictorial  effect  depends ; but  it  is  the  flickering  lights 
and  perpetually  shifting  glare  of  ill -managed  chiaroscuro  that 
keep  the  eyes  in  a state  of  constant  irritation,  and  distract  the 
attention  from  the  subject  of  the  picture.  Objects  which  in 
themselves  possess  no  interest  are  frequently  made  to  delight 
the  eye  from  their  being  productive  of  breadth.  Some  pictures, 
though  bad  in  every  other  respect,  but  possessed  of  breadth, 
attract  and  arrest  the  attention  of  the  cultivated  eye ; while 
others,  admirable  in  detail  and  colour,  but  in  which  the 
harmonizing  principle  is  wanted,  will  often  he  passed  over  as 
uninteresting. 

Light  and  shade  varies  so  with  the  subject,  that  it  can 
scarcely  be  reduced  to  anything  like  a system.  We  speak  of 
the  laws  of  art,  but  it  is  very  difficult  to  formulate  them. 
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There  are  a few  general  arrangements,  however,  which  the 
photographer  would  find  valuable  to  have  always  before  him, 
and  they  are  only,  as  it  were,  duplicates  of  the  laws  of 
composition  in  line  and  form. 

The  centre  is  the  weakest  point  of  a picture.  Neither  the 
principal  object  nor  the  chief  light  should  be  situated  in  that 
place  where  lines  drawn  from  the  opposite  corners  would  inter- 
sect. A position  either  immediately  above,  below,  or  at  the 
side  of  this  point  would  better  satisfy  the  requirements  of 
pictorial  effect.  In  the  left-hand  illustration  on  the  opposite 
page,  the  regularity  of  the  shape  destroys  all  picturesqueness. 


The  one  on  the  right,  on  the  contrary,  affords  every  facility 
for  pictorial  effect.  There  is  concentration  of  light,  breadth, 
gradation,  and  variety. 

When  the  light  spreads  through  the  picture,  it  should  never 
be  allowed  to  form  a horizontal  or  vertical  line.  This  refers 
to  the  general  mass  of  light  as  shown  in  the  diagrams.  The 
horizontal  bars  of  light  seen  at  sunset  are  often  very  beauti- 
ful, so  also  are  the  lines  of  the  sea,  which  give  a sentiment 
of  repose  to  be  produced  in  no  other  way ; but,  even  in  these 
cases,  the  lines  of  the  clouds  are  better  broken  by  the  con- 
trasting shapes  of  foreground  objects,  such  as  trees  in  land- 
scapes, masses  of  cloud  or  the  masts  of  a vessel  in  sea  views. 
In  short,  when,  the  light  falls,  or  is  spread  diagonally,  it  is 
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more  picturesque  than  when  it  is  arranged  horizontally  or 
vertically. 

It  is  desirable  that  all  lights  should  have  a focus,  just  as 


light  falling  on  a globe  is  more  brilliant  in  one  small  spot 
than  on  any  other  part ; and  all  lights  should  be  treated  as 
parts  of  a whole,  and  subordinated  in  various  degrees  to  the 


principal  light.  The  illustration — “ Showery  Weather,”  by 
F.  R.  Lee — represents  a simple  plan  of  chiaroscuro  much 
used  by  many  artists,  and  is  beautiful  from  its  simplicity. 
The  lightest  light  is  opposed  by  the  darkest  dark,  and  the 
light  fades  away  from  the  focus  in  every  gradation  of  middle 
tones.  The  two  extremes  of  black  and  white  assist  each 
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other  by  contrast,  and  produce  a forcible  effect  with  great 
breadth. 

It  will  be  found  that  the  beauty  of  effective  light  and  shade 
consists  chiefly  in  wedge-shaped  masses;  in  the  diagram,  the 
whole  mass  of  shadow  takes  this  form.  The  effect  may  often 
be  seen  in  moorland  scenery,  or  a flat  country,  or  at  the 
seaside  when  the  cliffs  take  this  shape ; but,  of  course  in  this 
form,  any  subject  may  be  included.  The  shadow  of  a cloud 
may  be  thrown  over  the  distance,  while  the  foreground  may 


be  in  sunlight,  or  the  effect  may  be  caused  by  a belt  of  trees, 
or  ships,  or  a city.  A mass  of  extreme  dark  will  be  found 
very  useful  in  the  foreground  to  give  support  to  the  wedge 
and  expanse  to  the  distance.  If  the  mass  in  the  foreground 
consists  of  an  object  in  which  are  combined  the  extremes  of 
black  and  white,  it  will  throw  the  rest  of  the  picture — con- 
sisting of  gradations  short  of  black  and  white — into  harmony, 
by  creating  a focus,  as  it  were,  more  brilliant  than,  and  over- 
mastering, the  other  lights  and  darks. 

Turner’s  pictures  are  often  composed  on  this  principle.  In 
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“ Childe  Harold’s  Pilgrimage,  Italy,”  a single  mass  of  extreme 
dark  of  agreeable  form — the  stone-pine — is  relieved  against  a 
light  sky ; and  some  bits  of  extreme  light  are  introduced  into 
the  foreground,  while  the  rest  of  the  picture  is  composed  of 
gradations  within  the  extremes  of  darkest  and  lightest.  In 
this  arrangement  Turner  imitated  Claude.  The  next  sketch 
is  from  a beautiful  little  picture  by  Claude  in  the  National 
Gallery — “ The  Annunciation” — in  which  the  student  will 
trace  the  same  disposition  of  light  and  shade.  These  pictures 


are  types  of  many  others  by  the  same  painters.  The  appli- 
cation of  this  principle  may  be  reversed.  A single  mass  of 
light  may  be  relieved  against  a dark  background. 

But  although  there  should  be  a principal  light  or  a prin- 
cipal dark  in  every  picture,  this  light  or  dark  should  not  stand 
alone..  No  light  should  be  allowed  to  be  single  or  isolated,  but 
should  be  repeated  or  echoed — not  in  its  full  force  or  quantity 
— there  must  be  no  rival  near  the  throne — but  in  inferior 
degree.  The  wonderful  charm  of  Bembrandt  was  not  brought 
about  by  the  startling  use  of  extreme  darks  and  lights.  It 
was  by  the  subtle  use  of  repeated  lights  in  marvellous  grada- 
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tions  that  this  great  master  of  chiaroscuro  worked  his  enchant- 
ments. These  reflected  and  repeated  lights — repeated,  however, 
in  a lower  key — harmonized  and  mellowed  the  violence  of  the 
extremes  of  light  and  shade,  which  are  always  to  be  found  in 
his  pictures. 

This  is  well  shown  in  the  sketch  of  his  “ Adoration  of  the 
Shepherds.”  Although  the  child  occupies  so  small  a place  in 
the  picture,  it  is  the  spot  which  instantly  attracts  the  atten- 


tion. The  bright  light  is  opposed  by  the  strong  dark  of  the 
kneeling  figure,  and  the  light  is  diffused  with  the  greatest 
skill  through  the  rest  of  the  space.  The  chiaroscuro  of  this 
picture  is  not  unlike  that  shown  in  the  diagram  of  diagonal 
light  and  shade  on  page  30. 

The  next  illustration,  from  a drawing  by  F.  W.  Topham, 
shows  the  application  of  the  rules  of  art  we  have  been  dis- 
cussing; it  is  a fine  example  of  breadth,  and  is  so  arranged 
in  its  lines  as  to  admit  of  very  effective  chiaroscuro.  The 


36 


PICTURE-MAKING  BY  PHOTOGRAPHY. 


student  will  now  be  able  to  easily  analyse  the  composition; 
the  pyramidal  principal  group,  balanced  on  the  one  side  by  the 
door,  with  its  straight  upright  lines,  and  on  the  other  by 
the  cupboard  in  the  wall,  this  being  properly  kept  subordinate 
to  the  first-mentioned,  which  is  the  primary  balance.  The 
bundle  hanging  from  the  roof  over  the  bed  is  not  without 
intention,  but  is  placed  there  to  form  the  apex  of  another 
pyramid,  which  corrects  the  formality  of  the  chief  group.  It 
will  be  noticed  that  the  deepest  dark — the  old  woman’s  head — 


is  brought  into  immediate  contrast  with  the  highest  light 
— the  baby  in  the  bed.  Another  contrast  is  also  obvious  here — 
youth  and  age.  The  other  portions  of  the  picture  are  kept 
in  varying,  but  intermediate,  tones,  thus  securing  the  greatest 
amount  of  brilliancy  and  breadth.  It  is  probable  that  in  the 
original  drawing  the  sky,  seen  tlnough  the  open  door,  was  more 
subdued  in  tone.  There  is  a sentiment  in  the  composition  and 
chiaroscuro  quite  apart  from,  yet  very  suitable  to,  the  subject. 

Having  given  a short  outline  of  composition,  and  light  and 
shade,  we  will  now’  endeavour  to  put  the  knowledge  gained 
into  practice. 


CHAPTER  Y. 


IN  THE  FIELD. 


EFORE  you  go  out  with  a camera  in  your  hand,  it  would 


be  well  to  decide  what  you  intend  to  do.  A camera,  if 
of  any  size,  is  bub  an  encumbrance  the  first  time  you  inspect 
an  unknown  district  in  S3arch  of  subjects.  A note-book  and 
pencil  are  much  more  appropriate  implements,  and  a view- 
meter  may  be  useful,  but  the  camera  is  best  left  at  home.  Of 
course,  I know  that  when  you  are  hurried,  as  on  a tour,  you 
have  no  time  to  make  these  preliminary  arrangements ; but, 
under  such  circumstances,  you  are  not  so  much  looking  after 
pictures,  as  endeavouring  to  secure  reminiscences  of  your 
travels,  in  the  nature,  as  it  were,  of  sketches.  Our  present 
object  is  to  make  pictures.  Equipped,  then,  with  note-book 
and  pencil,  you  may  go  forth  prospecting. 

When  you  meet  with  a scene  that  strikes  you  as  giving 
unusually  fine  opportunities  for  obtaining  a good  picture,  don’t 
throw  it  away  by  making  a careless  use  of  it,  such  as  taking 
it  at  the  wrong  time  of  day,  or  without  the  necessary  figures 
and  accessories  to  make  all  out  of  it  that  can  be  made.  Don’t 
leave  the  arrangement  of  it  until  you  want  to  expose  the 
plate.  Think  it  all  out  thoroughly  before  the  time  of  action 
comes,  so  that  you  may  have  nothing  else  to  do  but  to  execute 
when  the  moment  arrives — when  the  weather  is  propitious 
and  all  things  are  conducive  to  a successful  result.  Waste 
your  time  and  plates  as  much  as  you  like,  but  don’t  throw 
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away  a fine  subject.  Besides  being  the  nearest  road  to  success, 
it  is  a saving  of  time  to  “ think  before  you  leap.” 

As  an  illustration  of  how  time  may  be  saved  by  preliminary 
inspection,  I may  state  that  in  addition  to  walking  several 
miles,  I once  exposed  thirty  15  by  12  plates  in  nine  hours. 
These  were  all  landscapes  with  figures — each,  more  or  less, 
telling  a story.  A few  of  the  plates  were  used  for  duplicate 
exposures,  so  as  to  make  more  sure  of  difficult  or  favourite 
subjects ; but  twenty-two  of  the  resulting  pictures  have  since 
appeared  in  exhibitions,  and  some  have  taken  medals,  so  that 
their  quality  must  have  been  up  to  a certain  mark.  This 
rapidity  is- easily  accounted  for.  We  were  staying  at  a country 
house,  and  had  been  troubled  with  unsuitable  weather  for 
eight  or  ten  days,  and  had  little  else  to  do  but  look  out 
subjects  and  make  a complete  study  of  them.  So  the  work 
was  all  cut  and  dried  when  the  fitting  day  arrived.  And  what 
a day  it  was  ! It  was  worth  waiting  for.  The  light  seemed 
to  alter  to  suit  every  effect  I desired.  A slight  sketch  was 
already  made  for  each  picture,  the  subject  and  title  decided, 
the  models  selected,  and  the  exact  place  and  pose  assigned 
to  each  figure.  There  was  nothing  left  to  be  done,  speaking 
metaphorically,  but  to  turn  the  handle  and  grind  out  the  tune. 

When  a view  is  selected,  you  should  consider  it  as  a painter 
would  if  he  were  going  to  make  an  important  work  of  it. 
You  have  not  so  much  power  of  modification  as  he  possesses, 
therefore  your  skill  and  ingenuity  must  make  up  for  the 
loss.  In  most  cases,  there  is  more  to  be  done  than  some 
photographers  are  aware.  The  chiaroscuro  is  very  consider- 
ably in  the  photographer’s  hands.  It  is  proverbial  that  every- 
thing will  come  to  him  who  knows  how  to  wait ; and  if  he 
is  not  hurried  he  can  select  from  twenty  different  effects 
of  light, — from  the  long  shadows  of  early  morning,  through 
the  almost  shadowless  noon,  to  the  softened  lights  and 
deepened  shades  of  evening. 
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The  composition,  also,  is  capable  of  great  modification. 
Variations  of  a foot  or  two  in  the  point  of  view  will  often 
very  materially  alter  the  "arrangement  of  the  lines  and 
masses.  The  removal  of  the  limb  of  a tree  or  less  obtrusive 
twigs  and  branches,  will  sometimes  disclose  a picture  which 
scarcely  existed  before.  The  opening  of  a gate  may  serve  to 
give  variety  of  line  and  opportunity  for  figures  that  did  not 
previously  exist.  I have  even  seen  the  flood-gates  of  a 
weir  opened,  so  that  a photographer  might  obtain  the  effect 
he  required.  When  all  has  been  done  that  can  be  done, 
take  yet  another  look  round  to  see  that  nothing  has  been 
forgotten.  Above  all,  don’t  trust  to  your  memory  for  any- 
thing. Make  sketches  and  notes,  so  that  nothing  may  be 
left  to  chance ; you  will  then  be  free  in  your  mind  to  proceed 
with  the  selection  of  your  next  subject. 

As  there  are  no  two  things  alike  in  nature,  no  two  blades  of 
grass,  nor  even  two  accurately  corresponding  sides  of  the 
same  face,  it  is  difficult  for  me  to  be  very  particular  and 
minute  about  the  arrangement  of  any  special  view  or  views, 
and  what  I have  to  say  will  consist  a good  deal  in  negative 
advice.  I can  only  refer  you  to  the  last  two  chapters,  in 
which  some  idea  of  the  guiding  principles  of  composition  are 
sketched,  and  hope  they  will  help  you  to  arrive  at  success. 
I can,  however,  refer  slightly  to  some  subjects  that  have  not 
yet  been  much  hackneyed  or  made  the  common  property  of 
every  photographer,  like  the  ruins  of  our  castles  and  abbeys, 
our  churches  and  waterfalls. 

Enough  use  has  not  been  made  of  the  sky.  We  sometimes 
see  a photograph  of  a good  sky  with  a bit  of  sea — and  the 
use  of  a second  negative  in  ordinary  landscapes  has  for- 
tunately become  common,  notwithstanding  the  opposition  the 
method  met  with  for  several  years — but  we  seldom  see  what 
might  be  called  a sky  picture  ; that  is,  a picture  the  principal 
subject  of  which  is  the  sky,  the  land  and  figures  taking  a 
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secondary  position.  Here  is  a slight  sketch  of  the  kind  of 
effect  I mean. 

The  illustration  to  Chapter  XV. — “ Is  it  a dog  ? ” — is  also 
an  example  of  same  effect.  The  sheep  and  foreground  occupy 
little  more  than  one-third  of  the  space,  and  the  larger  portion 
is  occupied  by  the  sky. 

The  peculiar  charm  of  aerial  phenomena  is  too  much  neg- 
lected. The  clear,  bright  day,  when  all  objects  are  sharply 


defined,  is  still  the  sort  of  weather  in  which  the  photographer 
delights.  But  there  are  lovely  pictures  to  be  got  in  the 
mist,  though  the  opportunities  for  these  effects  are  rare. 
Some  years  ago  I rose  very  early  each  day  for  a week  in 
the  attempt  to  get  a group  or  two  of  mushroom  gatherers 
in  the  morning  mist.  But  “ the  breezy  call  of  incense-breath- 
ing morn  ” was  wasted,  and  I was  not  rewarded  for  my 
constancy.  Who  has  not  seen  and  admired  the  beautiful, 
dreamy,  indefinite  effect  of  mist  among  the  nearly  leafless 
trees  of  autumn,  when  the  sun,  trying  to  pierce  through  the 
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vapour-laden  atmosphere,  has  reproduced  a scene  from  fairy- 
land ? 

Such  a scene  as  this  I saw  a day  or  two  ago.  I was  out 
with  a shooting  party,  and  was  one  of  what  is  called  the 
“ forward  guns.”  I was  waiting  at  the  end  of  a beautiful 
covert.  A fine  mist  partly  obscured  everything,  but  so  slightly 
that  the  strong  sunlight  penetrated  and  illuminated  the  fore- 
ground, which  consisted  chiefly  of  a light,  broken  clay  bank 
that  gave  great  breadth,  and  threw  back  the  mist-enveloped 
trees.  A keeper  in  da,rk  brown  velveteen,  with  a black 
retriever  at  heel,  listening  to  the  beaters  working  their  way 
from  the  far  side  of  the  wood,  added  life  to  the  scene,  and 
gave  point  to  the  composition.  It  was  a quite  possible 
subject.  I was  forgetting  all  about  the  shooting,  when  a 
dead  pheasant  plunged  at  my  feet,  and  awoke  me  from 
my  dream. 

In  the  selection  of  a view,  great  attention  should  be  paid 
to  the  foreground.  The  foreground  is  of  so  much  importance 
that  I do  not  hesitate  to  say  that  if  a view  is  not  well-fitted 
in  this  respect,  it  can  never  be  an  effective  picture.  An 
uninteresting  plain  of  smooth  meadow,  for  instance,  is  sufficient 
to  ruin  a view,  however  beautiful  the  middle  distance  and 
distance  may  be.  A landscape  photograph  seems  to  require 
a good  foreground  more  than  any  other  kind  of  picture. 
Other  parts  of  the  scene  must  compose  well,  and  be  in 
harmony,  but  it  is  not  necessary  that  they  shall  be  of  im- 
portance, while,  if  the  foreground  be  weak  or  ill-composed, 
no  strength  or  importance  in  other  parts  will  save  the 
picture. 

It  is  fortunate,  however,  that  the  foreground  is  just  that 
part  of  the  scene  over  which  the  artist  has  most  control. 
It  is  not  every  subject  that  has  a good  foreground  ready  made, 
but  it  is  often  within  the  power  of  the  photographer  to  do 
well  with  apparently  very  indifferent  materials.  A spot  of 
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black  or  white  put  in  the  right  place  may  turn  a poor  subject 
into  a perfect  picture.  What  the  spot  shall  consist  of  must 
be  left  to  the  ingenuity  or  readiness  of  the  photographer.  It 
may  be  a human  figure,  or  a bird,  or  a beast,  or  a fish — in 
one  case  I have  actually  seen  it  consist  of  a fish — but  the 
requisite  balancing  or  contrasting  spot,  whether  white  or 
black,  or  both,  must  be  got,  as  has  already  been  insisted  on  in 
the  chapters  on  “Composition,”  and  “Light  and  Shade.”  It 


would  be  useless  to  go  into  any  detail  as  to  the  arrangement 
of  foregrounds — the  disposition  of  each  can  only  be  settled 
as  each  case  arises ; but  I here  give  an  illustration  of  how 
a most  uninteresting  foreground  has  been  ameliorated  by  the 
introduction  of  figures. 

In  this  case  there  was  a pretty,  varied  belt  of  trees  in  the 
middle  distance,  and  a wooded  height  in  the  distance ; the 
foreground  was  a plain  piece  of  park-land,  with  useful  clumps 
of  gorse  and  bracken  scattered  about;  but  a photograph  of 
this  would  have  no  claim  to  be  a picture.  The  simple  intro- 
duction of  a couple  of  figures  with  some  little  action  in  them 
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breaks  np  the  plainness  of  the  field,  gives  interest,  and  accen- 
tuates the  composition. 

It  will  be  well  to  remember  that  the  more  simply  and 
broadly  foregrounds  are  treated  the  better  will  be  the  result. 
Indeed,  it  cannot  be  too  strongly  impressed  on  the  photographer 
that  the  more  simple  his  subject  altogether — if  he  aims  at  fine 
art — the  better  it  is  adapted  to  his  means.  The  best  painters 
are  often  content  with  the  simplest  subjects;  the  inexperienced 
are  too  apt  to  select  the  most  ambitious  themes.  The  young 
painter  struggles  with  the  highest  flights  of  history  (or  he  used 
to  do  so,  he  is  wiser  now),  but  the  great  artist  often  finds  the 
highest  art  in  the  simplest  subjects.  It  has  been  well  said 
that  “ true  genius  was  never  better  displayed  than  by  certain 
great  landscape  painters  in  the  happy  simplicity  of  their 
noblest  subjects.” 

The  student  having  now  made  up  his  mind  what  he  is  going 
to  do,  may  go  and  do  it.  He  should  see  that  his  mechanical 
arrangements  are  so  complete  and  easily  accessible  that  he  will 
scarcely  have  any  necessity  to  think  of  them ; but  for  fear  he 
should  have  to  do  so,  let  him  put  his  hands  in  his  pockets  and 
get  an  assistant  to  look  after  the  luggage,  for  it  is  not  easy  to 
arrive  on  the  ground  capable  of  good  work  if  you  have  been 
doing  duty  as  a heavy  porter  on  the  way.  All  preliminaries 
should  be  so  complete  that  no  doubt  or  hesitation  should  be 
possible.  The  battle  should  be  fought  and  the  victory  won 
before  the  cap  is  taken  off  the  lens  or  the  trigger  of  the  shutter 
is  pulled. 


CHAPTER  VI. 


WHAT  TO  PHOTOGRAPH. 

“ TTT  HAT  is  beautiful  must  be  decided  by  each  man  for 
V V himself,  and  at  his  peril,”  says  an  able  writer. 
“ There  are  some  who  maintain  that  all  nature  is  beautiful. 
Fortunately,  we  can  now  disprove  this  monstrous  position  by 
our  daily  experience  of  photographs.  Even  if  they  were  quite 
true  in  effect,  form,  or  expression,  they  would  often  he  more 
or  less  ugly.  They  are  usually  planned  and  made  by  men  of 
some  chemical  knowledge,  but  tasteless,  and  entirely  un- 
acquainted with  fine  art.  Consequently,  the  photographers 
unconsciously  offer  us  the  mean  and  ugly  mixed  up  with  some 
beauty.” 

The  writer,  of  course,  refers  to  unselected  nature,  or  nature 
selected  without  intelligence.  The  photographer  can  have  no 
claim  to  the  proud  title  of  “ artist  ” if  he  is  content  to  take 
things  as  they  are.  Art  has  been  said  to  exist  in  all  nature, 
and  we  have  only  to  learn  the  art  of  seeing  it  pictorially,  to 
reproduce  it  in  our  paintings  and  photographs.  This  is  true 
enough  as  far  as  it  goes,  but  it  does  not  go  far  enough.  As  I 
think  I have  said  before,  a work  of  art  is  a work  of  order , and 
if  the  artist  is  to  put  the  stamp  of  his  own  mind  on  his  work, 
he  must  arrange,  modify,  and  dispose  of  his  materials  so  that 
they  may  appear  in  a more  agreeable  and  beautiful  manner 
than  they  would  have  assumed  without  his  interference.  In 
the  field  the  artist  may  select  the  time  of  year,  the  time  of  day, 
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the  direction  of  light,  the  conditions  of  the  weather — for  which 
he  has  sometimes  to  exercise  one  of  the  greatest  qualities  of  a 
photographer,  patience — the  point  of  sight,  and  to  a great 
extent  the  arrangement  of  the  masses.  Figures  may  be 
introduced  to  join  two  masses  of  either  light  or  dark  together, 
and  to  give  life  and  motion  to  the  scene,  scale  to  the  parts, 
balance  to  the  composition,  and — it  is  only  carrying  the  thing 
a little  further — a house  may  be  pulled  down  or  a tree  up- 
rooted. That  this  is  not  a fanciful  statement,  I may  say  here 
that  I once  employed  two  men  a day  in  clearing  a wood  to 
afford  access  to  a particular  scene  I wanted  to  photograph. 
In  the  studio  the  effects  are  still  more  under  the  control  of  the 
operator.  The  arrangement  of  light,  the  pose,  backgrounds, 
accessories,  are  in  his  hands,  and,  if  he  is  a master,  he  can 
also  within  limits  control  the  expression  of  his  sitter.  In  this 
chapter  on  “ What  to  Photograph,”  however,  we  will  forget 
the  studio,  and  keep  out  in  the  fresh  air. 

In  taking  local  views,  art  must,  to  some  extent,  be  sacrificed 
to  utility.  It  is  not  essential  that  a local  view  should  be 
pictorial.  If  some  picturesqueness  can  be  secured,  so  much 
the  better ; but  the  object  is  to  give  a portrait  of  the  place. 
If  a castle  is  the  object,  it  must  be  made  to  appear  bold  and 
prominent,  and,  above  all  things,  clear.  Atmospheric  effect? 
so  beautiful  in  other  pictures,  must  not  be  allowed  to  interfere 
with  the  clearness  of  a local  view.  If  a distant  mountain 
comes  in  the  scene,  it  must  be  made  to  look  as  large  and 
prominent  as  possible.  If  a church  is  the  subject,  it  is  more 
to  the  purpose  to  show  every  porch  and  window  than  to  get  a 
good  effect  of  light  and  shade.  But  my  object  in  these 
chapters  is  to  help  the  student  to  make  a picture  which  may 
have  a just  claim  to  be  called  a work  of  art,  and  local  views 
in  their  intention  are  more  nearly  allied  to  maps  and  plans. 
Nevertheless,  a careful  study  of  the  rules  of  art  will  enable 
the  photographer  to  improve  these  useful  productions,  and  the 
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very  fact  of  representing  them  may  add  interest  to  a scene. 
As  Browning  says  : — 

“ For,  don't  you  mark,  we're  made  so  that  we  love 
First  when  we  see  them  'painted,  things  we  have  passed 
Perhaps  a hundred  times , nor  cared  to  see  A 

A local  subject  need  not  be  taken  at  its  worst.  'Hie  ugliest 
thing  with  which  man  has  disfigured  nature — a square  block 
of  stuccoed  house — may  have  to  be  photographed ; it  may  be 
the  first  hotel  in  the  town,  for  instance,  and  an  important 
local  view.  I have  seen  such  an  object  taken  squarely  in  a 
full  light,  when  it  would  have  been  easy  to  get  it  in  perspective 


by  moving  the  camera  a few  feet.  I purposely  give  a plain 
and  bald  example,  that  the  effect  may  be  more  easily  seen. 
The  principle  may  be  applied  to  most  subjects. 

Many  photographers  find  it  difficult,  even  in  the  most 
beautiful  country,  to  find  anything  to  photograph,  whilst- 
others  cannot  turn  in  any  direction  without  seeing  subjects 
for  their  art.  The  only  difference  is,  that  the  first-mentioned 
have  learnt  to  see,  and  the  others  have  ‘not.  Subjects,  or  the 
materials  for  subjects,  abound  everywhere ; but  the  art  of 
seeing  them  is  a cultivated  sense,  and  does  not  come  by 
nature. 

It  is  a great  fallacy  to  suppose  that  all  art,  even  very  good 
art,  is  the  work  of  what  is  vaguely  called  genius,  except  that 
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genius  which  has  been  admirably  defined  as  the  capacity  for 
taking  infinite  pains.  I willingly  admit  that  the  greatest  art 
is  the  product  of  inborn  genius — added  to  labour — but  there 
is  very  little  work  in  any  art  that  touches  the  highest  point, 
and,  therefore,  little  that  is  not  the  product  of  acquired  talent. 

The  constituents  of  a picture  are  plentiful,  but  they  have 
to  be  found  and  arranged.  A picture  may  contain  a vast 
amount  of  landscape  material,  without  being  in  the  strict 
sense  of  the  word  a picture.  It  may  contain  a sufficient 
number  of  facts  to  make  up  half  a dozen  pictures,  without 
being  one  in  itself.  There  must  be  something  more  than 
imitation.  Imitation,  merely,  is  not  sufficient  for  art,  though 
it  is  a great  requisite,  and,  in  photography  especially,  is  a 
factor  which  must  not  be  left  out  of  the  reckoning.  It  must 
never  be  lost  sight  of,  although  Buskin  says  that  the  pleasure 
resulting  from  imitation  is  the  most  contemptible  that  can  be 
derived  from  art.  It  is  at  once  weak,  indolent,  and  spurious 
art  which  breaks  down  the  natural  for  the  sake  of  the 
artificial ; it  is  easily  detected,  and  the  trick  exposed.  At  the 
same  time  imitation  is  no  more  to  art  than  grammar  is  to 
language.  But  imitation  may  be  subordinated,  even  in  our 
imitative  art.  Literal  fact  may  give  way  to  higher  truth. 

It  has  been  the  practice  for  photographers,  especially  the 
least  experienced,  to  select  fine  scenes  in  nature  for  the 
purposes  of  their  art ; wdiile  simpler  subjects,  if  properly 
treated,  are  much  more  likely  to  yield  picturesque  effects.  A 
collection  of  views  of  cities,  or  other  famous  places,  will  pass 
from  the  mind  and  he  only  remembered  as  a set  of  very  fine 
photographs  ; while  a few  simple  photographs  of  bits  of  country 
with  a figure  or  two,  well  posed  and  lighted,  will  dwell  on 
the  mind  for  years.  Why  is  this  % It  may  he  explained  in 
two  words — “ human  interest.”  There  is  the  interest  in  the 
figures  themselves  apart  from  the  artist,  then  there  is  the 
interest  in  how  the  artist  has  done  his  work.  Then,  perhaps, 
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the  title  will  help,  as  it  should  do.  There  is  no  scope  for.  a 
title  in  a view  ; you  can  only  call  it  by  the  name  of  the  place 
it  represents ; but  in  pictures  of  incident,  although  the  subject 
should  describe  itself,  the  title  is  not  unimportant. 

Some  of  the  finest,  effects  are  those  which  consist  of  broad 
masses  of  light  and  shadow.  Breadth  of  effect  is  one  of  the 
most  pleasing  qualities  in  art ; it  harmonizes  everything,  and 
will  give  beauty  to  the  ugliest  objects.  A great  deal  may  be 
done  by  selecting  the  time  of  day.  A subject  that  may  be  fiat 
and  weak  with  the  sun  shining  full  on  it  in  the  morning,  may 
have  every  element  of  the  picturesque  in  the  afternoon,  with 
the  sun  shining  from  the  side,  or  behind  the  view.  To  select  a 
view  with  the  sun  shining  in  the  front  of  the  lens  was  once 
thought  to  be  most  unorthodox.  It  used  to  be  a direction  to 
the  young  photographer  to  have  the  sun  at  the  side  of  the 
view,  perhaps  a little  in  front.  It  is  curious  how  we  all  run 
in  grooves.  It  is  only  during  the  last  few  years  that  photo- 
graphers have  shown  any  disposition  to  throw  off  their 
trammels,  and  take  their  pictures  where  they  found  them  so 
lighted  as  to  be  most  conducive  to  pictorial  effect.  It  is  but 
recently  that  photographers  have  dared  to  try  to  be  original, 
and  then  only  after  a good  deal  of  “ showing  how.” 

In  connection  with  the  effect  of  lighting  just  referred  to, 
I may  mention  a picture  of  which  a large  number  has  been 
distributed  as  presentation  prints,  and  in  other  ways,  called 
“ Wayside  Gossip.” 

I have  often  considered  this  particular  view  as  to  its  capa- 
bilities of  affording  a picture,  and  given  it  up  as  not  containing 
sufficient  interest.  It  was  nearly  south,  and  I had  either 
seen  it  in  the  morning  or  the  evening,  when  the  light  fell 
flatly  upon  it.  But  one  day  I passed  the  place  at  noon,  and 
found  it  changed  as  if  by  magic — “ the  daily  miracle  of  the 
sun  ” — into  a most  picturesque  scene.  The  trees,  formerly 
an  uninteresting  collection  of  stems  and  leaves,  were  trans- 
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formed  into  broad  masses  of  shadow,  delicately  tipped  and 
outlined  with  silvery  light.  The  foreground  was  a fine  breadth 
of  light.  There  was  little  thought  required  to  decide  where 
the  figures  ought  to  go.  The  spot  on  the  lake-dam,  where  the 
two  figures  are  seated,  seemed  to  insist  that  some  figures 
should  be  placed  there.  After  one  plate  had  been  exposed,  it 
struck  the  photographer  that  a third  figure  would  add  variety 
and  interest,  and,  perhaps,  a title,  so  another  model  was  added 
to  the  group — the  standing  figure  resting  on  a stick — and  a 
second  plate  exposed  without  moving  the  camera.  If  my 
reader  has  an  opportunity  of  seeing  a full-sized  print  of  this 
picture,  he  will  notice  the  almost  stereoscopic  effect  of  figures 
lighted  in  this  manner.  The  standing  figure  in  particular 
seems  to  come  quite  solid  from  the  background.  This  is  due 
in  a great  measure  to  the  edging  of  light  round  the  figure 
which  this  kind  of  lighting  gives,  and  the  gradation  in  that 
part  of  the  landscape  which  forms  the  immediate  background. 

Gelatine  plates  practically  open  up  a new  world  to  the 
photographer.  He  can  get  at  subjects  that  hitherto  he  could 
not  approach,  and  he  can  depend  upon  securing  them,  whether 
nature  is  playing  with  thunderstorms  or  sunbeams,  with 
considerable  certainty.  He  is  also  in  a much  readier  state 
to  take  a picture  when  called  upon  suddenly,  than  the  old 
process  would  allow.  This  should  induce  him  to  take  ad- 
vantage of  what  may  be  called  the  accidents  of  nature.  Many 
of  these  accidental  effects  have  never  been  well  represented  in 
photogr  aphs ; such  as  a rain-cloud,  for  example,  or  the  weird 
effect  of  cloud  shadows  passing  over  hill  and  valley.  Transient 
atmospheric  effects  are  always  worth  securing ; so  also  are 
animal  studies.  It  would  be  impossible  for  a photographer 
to  decide  beforehand  that  he  would  do  a picture  of  cows  in  a 
stream  ; but  he  should  be  ready  to  avail  himself  of  such  a 
chance  if  it  should  occur. 

As  another  instance  of  accidental  effects,  I may  mention 
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that  I have  several  times  exposed  a second  plate  on  a view 
containing  water,  because,  after  the  first  had  been  exposed  with 
the  water  still,  a puff  of  wind  had  ruffled  the  lake  in  places, 
and  added  surface  to  the  mirrored  depths.  Quick  plates 
enable  the  photographer  to  see  the  beauty  of  these  accidents 
in  nature.  In  the  olden  time  a puff  of  wind  would  have  been 
considered  a nuisance. 


CHAPTER  VII. 


MODELS. 


T is  only  of  late  years  that  photographers  have  given  any- 


thing like  adequate  attention  to  the  figures  they  introduce 
in  their  landscapes.  Anything  that  happened  to  be  at  hand, 
from  a Cockney  tourist  to  the  porter  who  carried  the  camera, 
was  once  thought  quite  good  enough  for  every  occasion.  Now, 
I am  glad  to  see,  something  better  is  thought  necessary,  and 
if  this  is  not  obtained,  the  photograph  is  a very  ordinary 
photograph  indeed ; and  is  usually,  if  admitted  at  all,  passed 
over  in  an  exhibition  as  a commonplace  production.  The  sins 
against  fitness  become  fewer  every  year,  while  anything  really 
vulgar  in  taste  is  extremely  rare. 

There  are  those  who  go  for  absolute  purity  of  production, 
unmitigated  nature,  who  will  admit  nothing  in  a picture  but 
what  is  indigenous  to  that  picture,  so  to  speak;  but  Art, 
according  to  Lord  Bacon,  is  man  added  to  nature,  and  unmiti- 
gated nature  is  certainly  not  art.  I do  not  fear  to  say  that 
nature  alone,  as  a picture,  has  far  less  interest  than  the  same 
nature  represented  by  a great  artist.  “ What  are  you  paint- 
ing ? ” said  I to  one  of  my  painter  friends  when  we  were  out 
on  a certain  painting  and  photographing  excursion;  “your 
sketch  does  not  seem,  if  I may  he  excused  the  criticism,  to  be 
exactly  a coloured  photograph  of  the  scene  you  have  before 
you.”  “ I am  not  painting  a local  view,”  was  the  reply,  “ I 
am  painting  what  nature  suggests  to  me.”  Now,  as  regards 
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models,  I seldom  find  the  11  real  thing  ” to  quite  answer  my 
purpose.  The  aboriginal  is  seldom  sufficiently  intelligent  to 
be  of  use,  especially  if  you  have  “ intention  ” in  your  work. 

I remember  a case  in  Wales  very  much  to  the  purpose. 
Some  artists  who  were  of  our  party  came  home  from  a walk  one 
day,  enthusiastic  about  the  beauty  of  a girl  they  had  seen  in  a 
field  two  miles  away,  planting  potatoes.  I must  go  next  day 
and  photograph  her.  I went,  and  found  they  had  not  exag- 
gerated ; she  really  was  a beauty,  and  her  clothes  also  were 
lovely,  both  in  colour  and  in  dilapidation.  Knowing  how  shy 
the  Welsh  peasant  is,  I got  the  gamekeeper  who  carried  my 
camera  to  speak  to  her  first,  and  I approached  the  subject 
warily  by  beginning  an  agricultural  talk  with  her  mother. 
After  a time  I got  the  girl  to  stand  for  a picture,  but  it  was  a 
dead  failure — all  the  “ go  ” was  gone  out  of  her,  and  she 
looked  as  frightened  as  a hunted  hare.  After  another  trial, 
she  objected  to  be  tortured  any  more,  and  ran  away.  I 
persuaded  her  mother  to  bring  her  to  the  house  next  day. 
She  came,  and  I got  the  housekeeper  to  talk  to  her,  and  left 
her  for  an  hour  to  get  used  to  the  place  and  people.  I then 
tried  a picture.  I posed  her  by  the  side  of  a pool  with 
picturesque  surroundings.  Naturally  she  had  a most  winning 
smile,  but  I could  not  succeed  in  calling  up  anything  better 
than  a scowl.  I got  a fine  picture  in  every  respect,  except  in 
the  one  essential — the  expression. 

But  if  fine  nature,  in  the  way  of  natural  models,  is  not 
to  be  obtained,  art  supplies  the  remedy,  as  I am  now  going  to 
show. 

I am  quite  conscious  that  I am  laying  myself  open  to  the 
charge  of  masquerading,  but  art  is  a state  of  compromises  and 
sacrifices,  and  I cannot  but  think  that  what  is  lost  in  absolute 
unrelenting  naturalness  when  substituting  trained  models  for 
the  newly-caught  raw  nature,  is  compensated  for  in  many 
ways.  Graceful  figures,  if  not  over-done,  give  an  ideal  tinge 
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to  the  picture  that  lifts  it  above  the  cleverest  transcript  of 
mere  prosaic  fact. 

My  models  may  be  called  to  some  extent  artificial,  hut  they 
are  so  near  the  real  thing  as  to  be  taken  for  it  by  the  real 
natives,  just  as  the  trout  does  not  seem  to  know  the  difference 
between  the  natural  and  the  artificial  fly.  One  day  two  of 
my  models  were  walking  across  the  park,  and  a gamekeeper, 
seeing  them  for  the  first  time,  made  after  them,  shouting  in 
the  high  tone  that  sounds  like  quarrelling  to  the  stranger 
when  he  first  hears  it  in  Wales.  As  they  would  not  stop  he 
did  not  hesitate  to  give  way  to  all  he  knew  in  both  languages, 
and  did  not  cease  to  vituperate  till,  getting  near  them,  he 
found  to  his  dismay  they  were  “ the  daughters  of  the  house.” 

This,  I think,  shows  that  our  imitation  is  sufficiently  like 
the  original  for  artistic  purposes. 

My  models  are  trained  to  strict  obedience,  and  to  make  no 
suggestions.  If  the  photographer  has  really  got  an  idea  in  his 
head,  he  had  better  carry  out  that  idea.  Any  interference, 
even  from  superior  intelligence,  is  sure  to  go  wrong.  Some 
people  are  wonderfully  patient  under  the  application  of  infor- 
mation ; but  I confess  that  I am  so  peculiarly  constituted  that 
the  most  admirable  advice,  when  I am  in  the  middle  of  posing 
a group,  quite  upsets  the  ideas  I had,  and  I don’t  find  it 
possible  to  adopt  those  offered.  Therefore,  from  my  own 
experience,  I would  recommend  that,  if  a friend  feels  the 
twitchings  of  sufficient  skill  to  offer  advice,  you  had  better 
allow  your  candour  to  exceed  your  courtesy,  and  order  him  off 
at  once.  Two  heads,  however  wise,  knocking  together  produce 
anything  but  harmony. 

In  speaking  of  my  models  in  what  I have  written  above,  I 
allude  to  those  that  have  appeared  in  many  of  my  pictures  the 
last  few  years.  They  are  not  always  the  same  persons ; in 
fact,  I get  as  much  change  in  that  respect  as  possible,  to  avoid 
monotony.  It  is  almost  as  difficult  to  get  variety  in  dresses  as 
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in  persons.  I always  endeavour  to  secure  a picturesque  dress 
when  I see  it.  It  is  not  always  easy  to  explain  what  you 
really  mean  when  you  meet  a girl  in  a lonely  country  lane, 
and  you  offer  to  buy  her  clothes,  but  a little  perseyerance  and 
a good  offer  usually  succeed.  A country  girl’s  dress  is  not 
often  worth  more  than  eighteenpence,  and  if  you  turn  the 
pence  into  shillings,  and  look  business-like  all  the  time,  you 
may  make  pretty  sure  of  walking  off  with  the  property,  or, 
at  all  events,  getting  it  sent  to  you  next  day. 


Some  models  require  considerable  education,  others  .take  to 
it  at  once.  One  young  lady,  who  had  no  thought  of  sitting, 
and  I no  thought  of  asking  her  to  do  so,  as  she  Was  then 
almost  a stranger  to  me,  made  one  of  the  best  models  1 ever 
photographed.  We  had  no  intention  of  photographing,  hut 
the  camera  was  in  the  house,  and  half  a dozen  plates,  and  we 
had  nothing  better  to  do.  The  first  picture  she  posed  for  is 
represented  in  the  sketch.  We  had  no  costumes  with  us;  but 
a sun  bonnet  bought  in  Regent  Street,  and  intended  to  be 
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worn  while  playing  tennis,  was  as  picturesque  as  one  made  of 
calico  in  the  country.  A white  apron  borrowed  frogi  a servant, 
and  a handkerchief  tied  round  the  neck,  transformed  the  dainty 
young  lady  into  a comely  country  maiden.  She  was  posed 
against  a tree  by  the  pond,  and  told  to  look  a thousand  miles 
away,  and  think  of  the  future,  and  the  result  has  been  con- 
sidered a success.  The  same  model  half-an-hour  afterwards, 
with  very  little  change  of  dress,  made  a very  good  representa- 
tion of  a Puritan  maiden  standing  by  a*  window  in  an  old 
oak-panelled  room  and  the  remaining  four  plates  were  used 
up  to  like  advantage. 

Young  children  make  good  models ; but  you  must  capture 
them  wild.  To  ask  their  mothers  if  you  may  have  them  is 
fatal.  They  insist  on  dressing  them  in  their  Sunday-school 
clothes  to  “ have  their  pictures  took.”  Now  a dirty  country 
child  is  often  a delightful  lump  of  picturesque  humanity;  but 
when  it  is  “ washed  and  dressed  all  in  its  best,”  it  is  about  the 
most  priggish  bit  of  nature  I know.  It  loses  all  its  freedom, 
and  becomes  stiff  and  awkward. 

Old  people  are  often  very  useful  in  landscapes.  With  them, 
as  with  children,  you  may  take  the  real  native.  It  is  between 
the  age  of  ten  and  thirty  that  the  genuine  peasant  is  so  difficult 
to  manage. 

Sometimes  a model  will  suggest  a picture.  Everybody 
knows  the  story  of  Pejlander  and  the  model  for  his  wonderful 
“Head  of  John  the  Baptist  in  a Charger.”  Iiejlander  saw 
this  head  on  the  shoulders  of  a gentleman  in  the  town  in 
which  he  then  resided.  The  curious  thing  is,  that  he  did  not 
so  much  see  the  modern  gentleman  as  always  the  picture  which 
the  head  suggested.  It  was  some  months  before  the  artist 
ventured  to  ask  the  model  to  lend  his  head  for  his  purpose, 
and  years  before  he  obtained  his  consent.  The  result,  from  an 
art  point  of  view,  was  splendid,  and,  considered  photographically, 
a mystery. 
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One  of  the  best  models  I ever  employed  was  an  old  man  of 
seventy-four.  He  was  a crossing-sweeper.  I should  never 
have  accomplished  one  of  my  best  works  if  I had  not  seen  him 
sitting  at  a table  in  my  studio,  waiting  till  I could  talk  to  him. 
I not  only  saw  the  old  man  there,  but  mentally,  the  old  lady, 
and  the  interior  of  the  cottage,  although,  as  it  happened,  he 
was  sitting  before  an  Italian  landscape  background.  The  old 
man,  by  his  attitude  and  expression,  gave  the  germ  of  the  idea; 
the  old  lady  had  to  be  found,  and  the  cottage  built,  but  they 
appeared  to  me  then  quite  visibly  and  solidly.  This  was  the 
picture  called  “ When  the  Day's  Work  is  Done.”  I believe  a 
great  many  pictures  originate  in  the  same  way,  of  which  more 
in  the  next  chapter. 


WAYSIDE  GOSSIP. 


CHAPTER  VIII. 


THE  GENESIS  OF  A PICTURE. 

LT  will  bring  the  subject  of  picture-making  more  home  to  the 
student  if  I take  a picture  that  has  been  really  clone  in 
photography,  and  describe  its  life-history  from  its  conception 
to  its  realisation  in  a negative. 

And,  first  of  all,  how  do  subjects  originate?  In  great  part 
this  question  is  very  difficult  to  answer.  Many  of  my  pictures 
arise  before  my  mind’s  eye  in  a most  inexplicable  manner,  and 
remain  there  till  I lay  the  ghosts  by  making  sketches  of  them. 
I see  these 

“ Dreams  that  leave  before  the  half-shut  eye," 

absolutely  and  definitely,  and  can  recall  them  when  I please. 
They  come  like  a dream,  but  do  not  fade  away  till  they  are 
done  with.  I often  try  to  trace  any  circumstance  that  might 
have  given  birth  to  the  thought  contained  in  the  visual  design, 
but  can  seldom  come  to  any  satisfactory  conclusion.  But  to 
go  much  into  this  part  of  the  subject  can  have  little  of  interest 
or  use  for  the  student.  These  visionary  images  come  without 
rhyme  or  reason;  the  designs  that  will  most  instruct  the 
learner  will  be  those  that  come  from  both  these  proverbial 
causes — those,  in  fact,  which  have  some  tangible  cause,  that 
can  be  traced  and  assigned,  for  being  born. 

Most  designs  obtain  their  origin  from  suggestions  found 
in  nature.  A picturesque  bit  of  landscape  will  almost 
certainly  suggest  to  the  artistic  eye  where  a figure  or  figures 
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should  be  placed;  this  will  lead  on  to  the  questions  : What  are 
they  to  do,  how  should  they  do  it,  and  how  be  dressed  ? Then 
the  subject  ought  to  appear  to  the  artist,  and  it  will  do  so  if  he 
tries  his  best  to  see  it,  although  it  might  be  only  a poor  or 
hackneyed  one;  he  will  find  that  experience  will  improve  both 
the  quantity  and  quality  of  his  ideas.  It  is  astonishing  how 
practice  assists  the  imagination.  That  art  breeds  art  is  a well- 
known  aphorism,  and  it  is  as  true  that  subjects  breed  subjects. 
The  picture  you  last  produced  leads  up  to  the  next,  and  the 
better  you  make  it  the  better  will  be  those  that  follow.  The 
student  after  much  practice  will  find  himself  half  unconsciously 
storing  up  hints  of  wayside  beauty  and  suggestive  facts,  and 
composing  them  in  his  mind  into  pictures,  always  with  an  eye 
to  their  possibility  in  photography. 

In  my  own  practice  I never  now  feel  at  a loss  for  a subject. 
They  seem  to  come  naturally  when  required,  but  this  is  the 
result  of  experience  rather  than  a natural  gift,  for  I remember 
many  years  ago  being  for  a whole  twelvemonth  without  a 
single  idea.  Neither  could  I work  up  one  by  any  means.  ' I . 
tried  every  device  I could  think  of.  I read  a great  deal, 
visited  picture  galleries,  and  tried  to  borrow  thoughts  from 
illustrated  books,  but  all  to  no  purpose ; no  workable  idea' 
would  arise.  I was  fallow  for  about  a year,  and  then  the 
faculty  returned,  and  has  always  been  more  or  less  present. 
This  I put  down  to  constant  use,  and  I mention  it  for  the 
encouragement  of  the  young  beginner,  who  may  occasionally 
find  that  his  mind  is  a blank.  It  would  be  almost  reasonable 
to  suppose  that  the  more  of  your  ideas  you  used  up,  the  less 
you  would  have ; but  this  is  not  the  case.  I know  this  not 
from  my  own  experience  only,  but  from  questioning  many 
artists. 

Sometimes  incidents  you  meet  with  in  the  streets,  or  in 
country  walks,  will  suggest  subjects ; not  necessarily  the  actual 
incident  one  sees,  but  something  that  may  be  worked  into  some 
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other  scene,  with  perhaps  many  alterations.  Sometimes  a fine 
pose  may  be  seen,  or  a lovely  bit  of  light  and  shade ; sometimes 
an  expression  or  a quaint  costume ; all  these  things  should  be 
noted  for  future  use.  No  suggestive  bit  should  be  allowed  to 
escape;  all  should  be  sketched. or  noted.  It  is  good  practice 
also  to  try  to  analyse  why  the  pose  is  beautiful,  or  the  light 
and  shade  effective.  This  a knowledge  of  the  rules  of  light 
and  shade  and  composition  will  enable  you  to  do,  and  to  do 
this  easily  the  student  will  find  an  added  pleasure  to  his  life — 
another  feather  to  the  wing  of  his  artistic  flight. 

We  will,  now  take  a picture  that  has  been  really  produced 
by  photography,  and  see  how  it  wafe  conceived  and  finished. 
To  analyse  and  dissect  a picture  in  a cold-blooded  way,  as  I 
am  going  to  do  now,  is  to  rob  that  picture  of  any  poetry  it 
may  contain,  and  leave  nothing  but  a mechanical  interest ; 
but  I know  no  better  means  of  conveying  the  information ; I 
will,  therefore,  take  one  of  my  own — that  one  I have  called 
“ A Merry  Tale  ” will  be  suitable  for  the  purpose.  The 
frontispiece  is  a reduction  of  this  picture,  and  will  assist  the 
reader  in  understanding  what  follows. 

In  the  drawing-room  of  a country  house  in  North  Wales 
five  young  ladies  in  evening  costume  were  amusing  themselves 
after  dinner.  One  of  them  was  relating  some  funny  circum- 
stance to  the  others,  who  arranged  themselves  in  a picturesque 
group  rourid  the  story-teller.  Here  was  the  germ  of  the 
picture.  A few  seconds  sufficed  to  make  a sketch  of  the 
composition.  The  illustration  is  a reproduction  of  the  jotting 
in  my  note -book,  and  as  I have  already  said,  and  would  enforce, 
the  practice  of  making  rough  sketches  of  composition  and 
light  and  shade  is  very  useful,  especially  if  accompanied  by  a 
few  descriptive  notes.  It  teaches  the  student  how  to  observe, 
if  it  does  no  other  good.  Correct  drawing  is  by  no  means 
necessary ; the  “ effect  ” is  what  should  be  noted.  To  return 
to  the  picture.  By  an  easy  transition  the  mind  easily  changed 
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the  young  ladies  into  peasant  girls,  and  suggested  suitable 
surroundings.  A sketch  was  made  of  the  arrangement,  and 
the  dress  for  each  figure  decided  on.  In  selecting  the 
costumes,  the  light  and  shade  of  the  group,  and  its  relation 
to  the  landscape,  were  not  forgotten,  neither  were  the  acces- 
sories—the  baskets,  jug,  and  stick.  The  colours  were  taken 
into  account  only  as  to  how  they  would  translate  into  black 
and  white. 

It  was  arranged  that  the  group  should  form  part  of  our 


work  for  the  next  day ; but,  as  often  happens  in  the  moun- 
tainous districts  of  Wales,  man  proposes,  and  the  weather 
imposes : the  morning  opened  with  a deluge  of  rain,  which 
continued  more  or  less  for  several  days.  Those  days  were  not 
wasted,  for  young  ladies  nowadays  can  not  only  play  tennis, 
but  some  of  them  can  shoot  and  throw  the  fly,  to  say  nothing 
of  ratting  and  ferreting  ! At  last  the  storms  were  over,  and 
the  sun  shone  again,  but  with  a great  deal  more  wind  than 
a photographer  thinks  pleasant.  However,  we  determined 
that  we  would  have  some  pictures,  good  or  bad,  that  morning. 
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We  were  getting  hungry  for  work,  and  a conscientious  photo- 
grapher is  as  anxious  to  make  a good  bag  as  a sportsman, 
but  a photographer’s  desire  for  picture-making  is  nothing  to 
that  of  a set  of  really  enthusiastic  models.  Mine,  I know, 
go  into  the  business  with  the  greatest  energy.  Off  we  started 
to  a quiet  lane  about  a mile  away.  The  photograph  conveys 
no  idea  of  the  picturesque  effect  of  the  five  girls  in  their 
humble  but  brilliantly-coloured  garments.  The  effect  of 
colours  under  the  green  hedgerows  and  through  the  fields  was 
quite  beautiful.  The  choruses  sung  on  the  way  had,  perhaps, 
nothing  to  do  with  photography ; but  the  foxgloves  and  other 
wild  flowers  the  singers  gathered  came  in  very  useful  in  the 
picture.  Arrived  at  the  selected  spot,  the  camera  was  un- 
packed, and  the  models  placed  approximately  in  their  proper 
places,  interfering  branches  cut  away,  and  everything  got 
ready,  so  that  the  last  moments  might  be  devoted  to  the 
quite  final  touches/  expressions,  and  other  little  things.  The 
sun  shone  a cold  steelly  blue,  and  the  wind  was  so  troublesome 
that  we  had  some  thoughts  of  giving  it  up  after  all ; but  we 
decided  we  had  taken  too  much  trouble  to  go  home  without 
spoiling,  at  least,  one  plate. 

Now  for  the  arrangement  of  the  group.  The  girl  to  the 
left  was  sitting  up  at  first,  as  will  be  seen  in  the  sketch,  but 
being  a young  hand  at  the  business,  she  could  not  control 
herself,  and,  enjoying  the  fun,  threw  herself  back  on  the 
bank  screaming  with  laughter.  This  was  a happy  accident, 
which  much  improved  the  composition,  and  was  seized  imme- 
diately. She  was  at  once  shouted  to,  to  keep  her  place,  which, 
being  an  easy  one,  required  little  further  thought  on  the 
part  of  the  photographer,  who  could  now  turn  his  attention 
to  the  other  figures.  The  seatbd  figure,  the  one  in  the  straw 
hat,  was  a steady  old  stager  with  plenty  of  experience  and  no 
nerves;  she  required  but  a moment’s  attention.  The  next 
figure,  always  dramatic  in  pose,  and  with  a charming 
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expression,  is,  perhaps  in  consequence  of  her  other  good 
qualities,  rather  shaky  as  a sitter.  She  required  a rest  of 
some  kind.  The  stick  was  useful  here,  and  was  of  immense 
value  in  the  composition.  A bit  of  straight  line  to  contrast 
a number  of  curves  is  always  effective.  This  settled  the  three 
figures  that  were  easiest  to  keep  still.  The  standing  pose 
being  by  far  the  most  difficult  to  keep — for  a standing  figure 
without  a rest  often  sways  like  a pendulum — was  left  until 
last.  The  figure  telling  the  story  was  now  settled ; the  pose 
came  easy,  the  model  being  an  admirable  story-teller,  and 
thoroughly  up  to  her  business ; but  it  was  necessary  to  give 
all  possible  effect  to  the  hand,  for  the  hand,  if  well  placed, 
would  do  more  towards  showing  the  intention  of  the  picture 
than  anything  else  in  it.  It,  in  a way,  leads  the  chorus 
of  expressions.  It  emphasizes  the  situation, — it  makes  you 
feel  the  girl  is  speaking.  It  was  so  arranged  that,  to  make 
it  more  conspicuous,  it  should  appear  partly  in  sunlight  and 
partly  in  shadow,  and  every  leaf  or  twig  that  came  behind 
it  was  hurriedly  removed.  The  standing  figure,  who  could 
not  be  expected  to  keep  the  pose  for  above  a minute  or  two, 
was  placed  last.  The  jug,  basket,  aud  foxgloves,  which  form 
the  key-note  of  the  composition  in  the  foreground,  had  been 
previously  arranged,  and  all  was  ready.  But  a last  glance 
from  the  camera  showed  the  photographer  that  the  tree  was 
exactly  over  the  head  of  the  standing  figure,  and  cut  the 
composition  into  two  parts.  This  would  never  do.  But 
instead  of  moving  the  model  the  camera  was  moved.  This 
corrected  the  error  to  some  extent.  It  would  have  been 
better  to  have  moved  it  a little  further,  but  it  was  feared 
the  other  tree  would  interfere  with  the  story-teller.  A few 
last  words — at  the  special  request  of  the  models  I use 
fictitious  names — “ Now,  girls,  let  this  be  our  best  picture. 
Mabel,  scream ; Edith,  a steady  interest  in  it  only  for  you  ; 
Elo,  your  happiest  laugh  ; Mary,  be  sure  you  don’t  move  your 
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hand,  or  all  the  good  expressions  will  go  for  nothing ; Bee,  I 
will  say  nothing  to  you,  but  leave  you  to  fate.  Steady ! 
Done  ! ” and  two  seconds’  exposure  settled  the  matter.  I 
scarcely  expected  a successful  result,  the  thing  was  so  diffi- 
cult ; but  as  the  wind  was  blowing  almost  a gale,  I did  not 
care  to  try  another  plate.  As  it  happened,  I found,  when  I 
developed  the  plate  a fortnight  afterwards,  I had  got  a good 
negative.  The  sky  was  white  and  blank ; but  the  use  of  a 
second  negative,  delicate  and  not  too  obstrusively  printed,  soon 
put  this  matter  to  rights. 

This  seems  a long  story  to  tell ; but  the  picture  was  exposed 
in  under  six  minutes  from  the  time  the  models  first  took  their 
places.  This  quickness  is  one  of  the  secrets  of  success,  but 
when  your  picture  is  to  include  figures  it  should  not  have  the 
appearance  of  hurry,  for  “hurry  hinders  haste,”  and,  besides, 
has  the  effect  of  flurrying  your  models : it  should  be  the  result 
of  a perfect  knowledge  of  what  you  want  to  do.  A model 
should  never  be  kept  waiting  longer  than  is  absolutely  neces- 
sary. It  is  better  to  give  up  little  things  rather  than  to  lose 
a fine  effect. 


CHAPTER  IX. 


THE  ORIGIN  OF  IDEAS, 


O writer  on  art,  as  far  as  I am  aware,  has  ever  ventured 


to  say  anything  on  the  question  of  the  conception  or 
origin  of  subjects  for  pictures  or  other  works  of  art.  Ruskin, 
it  is  true,  in  his  seldom-read  second  volume  of  “ Modern 
Painters,”  treats  of  the  Imaginative  Faculty,  but  in  this  he 
soars  far  above  the  head  of  the  ordinary  reader.  The  origin 
of  ideas  is,  perhaps,  a metaphysical  rather  than  an  artistic 
matter,  and  should  be  left  to  the  writers  on  what  is  called 
“ pure  reason ; ” but  there  is,  perhaps,  a word  or  two  to  be 
said  in  connection  with  the  subject  that  may  be  appropriate 
here.  New  ideas,  or  what  may  be  supposed  to  be  new  ideas, 
are  often  thought  to  be  the  suggestions  of  sudden  inspiration, 
but  they  more  ordinarily  grow  or  are  evolved  from  antecedent 
facts.  In  the  last  chapter  I showed  how  a certain  picture 
originated  and  was  carried  out.  There  are  many  other  ways 
in  which  ideas  may  occur.  And  I must  explain  before  I go 
on,  for  fear  of  misunderstanding,  that  I am  not  presumptuous 
enough  to  be  trying  to  teach  the  art  of  imagination,  which 
is  impossible,  but  how  the  imagination  may  be  encouraged, 
stimulated,  and  strengthened.  Some  people  have  a sort  of 
dormant  imagination,  which  only  wants  waking  up  to  be  of 
great  value. 

Subjects  sometimes  start  up  in  the  most  unexpected  manner. 
I well  remember  one  that  occurred  a few  years  ago.  We 
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were  walking  through  an  orchard  on  our  way  to  photograph 
a scene  that  had  been  previously  selected,  and  had  to  pass 
through  a door  in  a fence  into  the  road.  One  of  my  models, 
who  had  a stick  in  her  hand,  ran  forward  to  open  the  door, 


and,  when  it  was  open,  turned  round  to  greet  us  as  we  passed, 
quoting,  laughingly,  the  old  nursery  rhyme  : — 

“ Open  the  gate  and  let  her  through, 

For  she  is  Patty  Watty's  cow." 

What  a lovely  pose  she  fell  naturally  into  as  she  spoke  ! I 
give  a little  illustration  of  it,  but  the  sketch  only  faintly 
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recalls  the  original.  The  title  was,  “For  the  Cows.”  This 
must,  of  course,  be  secured  at  once ; no  sketching  and  leaving 
till  another  day  was  admissible.  Thanks  to  the  advantages 
of  the  gelatine  process,  and  a camera  that  is  ready  for  action 
in  little  more  than  a minute,  an  exposure  was  made  before 
the  pose  had  lost  its  freshness,  or  the  smile  died  on  the  face. 
But,  on  the  other  hand,  thanks  also  to  the  disadvantages  of 
dry  plates  as  then  made,  the  picture  was  not  good  enough  to 


exhibit ; the  emulsion  being  much  thicker  on  one  part  of  the 
plate  than  another,  the  picture  was  not  quite  up  to  exhibition 
pitch.  The  film  was  uneven  in  the  wrong  place ! These 
uneven  films  sometimes  give  good  effects.  I once  took  a medal 
with  a picture  that  had  very  little  to  recommend  it  to  the 
attention  of  the  judges,  except  a startling  arrangement  of 
chiaroscuro  wThich  I attributed  entirely  to  the  unevenly  coated 
plate. 

In  the  photograph  to  which  I have  just  referred,  the 
subject  appeared  with  all  its  surroundings  complete,  and  did 
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not  require  any  alteration  or  correction;  but  some  subjects 
occur  in  which  the  figures  are  not  exactly  in  situ,  and  these 
must  be  treated  with  thought  and  judgment.  Shortly  after 
the  “ For  the  Cows  ” was  taken,  I saw  the  same  model  on  the 
bank  of  a stream,  shouting  to  her  companions,  “ Can  I jump 
it  h ” Here  was  a subject  at  once ; but  the  background  was 
ugly  and  unsuitable.  Another  was  at  once  hunted  up,  and 
found.  As  it  happened,  the  nook  in  which  the  figure  appears 
was  inaccessible  to  the  model;  she  could  neither  jump  the 
water,  nor  get  to  the  appointed  spot  in  any  unaided  way. 
But  a trifle  like  this  should  never  be  allowed  to  stop  enthu- 
siastic photographers.  My  models  and  helpers  are  often  more 
enthusiastic  than  I am  myself.  In  this  case,  the  helper  I had 
with  me  picked  up  the  young  lady  in  his  arms,  and  waded 
across  the  stream  with  her. 

Adaptation  from  the  works  of  others  is  a delicate  process 
which  I can  only  suggest  in  a very  vague  way.  There  are 
some  painters  who  will  copy  a photograph  and  call  it  their  own 
in  the  most  unblushing  manner.  Even  if  that  photograph 
should  contain  a perfectly  original  idea,  something  never 
thought  of  before,  they  will  argue — “ Oh  ! it’s  only  an  accident 
in  nature  the  machine  has  met  with ; it  is  impossible  for  it  to 
be  the  photographer’s  own  thought — they  never  think,  because 
they  use  a machine.”  But  whatever  painters  may  think  it 
right  to  do  in  this  way,  I would  caution  the  photographer  to 
be  honest,  or,  anyway,  not  to  indulge  in  wholesale  robbery. 
It  is  not  right,  for  instance,  to  dress  up  a figure  exactly  like 
a figure  in  an  engraving,  give  it  the  same  pose,  and,  in  fact, 
reproduce  the  engraving  as  nearly  as  your  means  permit,  and 
then  exhibit  the  photograph  as  your  own  original  thought. 
On  the  other  hand,  I consider  it  legitimate  to  “ convey”  a 
hint  from  a painting  or  engraving.  A slight  hint  may 
originate  a perfectly  new  design ; but  it  is  nothing  less  than 
a crime  to  carry  off  ideas  wholesale  and  call  them  your  own 
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It  is  difficult  to  get  quite  new  incidents  even  in  this  kaleido- 
scopic world  of  ours ; and  we  should  find,  perhaps,  that  they 
would  not  be  understood  if  we  did.  Sir  Joshua  Reynolds  said 
that  it  is  by  imitating  the  inventions  of  others  that  we  learn 
to  invent.  William  Morris,  in  his  lectures  on  “ The  Lesser 
Arts,”  boldly  says : “I  do  not  think  it  too  much  to  say  that 
no  man,  however  original  he  may  be,  can  sit  down  to-day  and 
draw  the  ornament  of  a cloth,  or  the  form  of  an  ordinary 
vessel  or  piece  of  furniture,  that  will  he  other  than  a develop- 
ment or  a degradation  of  forms  used  hundreds  of  years  ago.” 
If  Solomon  was  right  that  there  was  nothing  new  under  the 
sun,  nature  also  teaches  us  that  everything  that  has  the 
appearance  of  novelty  is  not  really  new,  hut  simply  a varia- 
tion on  some  previous  form  evolved  from  something  that  has 
gone  before.  Evolution,  therefore,  in  picture-making,  I hold 
to  be  right ; hut  the  picture  you  produce  from  the  germ  you 
have  adapted  should  no  more  resemble  the  original  in  composi- 
tion or  subject  than  a man  resembles  a gorilla.  There  may  be 
a suspicion  of  likeness;  but  it  should  suggest  only  a far-off 
relationship. 

Anthony  Trollope,  in  his  autobiography,  tells  us  that  all  his 
plots  were  of  his  own  devising,  except  one,  which  was  drawn 
out  for  him  by  his  brother.  His  remarks  on  originality  of 
subject  come  in  very  appositely  here.  “ I mention  this  particu- 
larly,” he  says,  “ because  it  was  the  only  occasion  on  which  I 
had  recourse  to  some  other  source  than  my  own  brains  for  the 
thread  of  a story.  How  far  I may  have  unconsciously  adopted 
incidents  from  what  I have  read, — either  from  history  or  from 
works  of  imagination, — I do  not  know.  It  is  beyond  question 
that  a man  employed  as  I have  been  must  do  so.  But  when 
doing  it  I have  not  been  aware  that  I have  done  it.  I have 
never  taken  another  man’s  work,  and  deliberately  framed  my 
work  upon  it.  I am  far  from  censuring  this  practice  in  others. 
Our  greatest  masters  in  works  of  imagination  have  obtained 
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such  aid  for  themselves.  Shakespeare  dug  out  of  such  quarries 
wherever  he  could  find  them.  Ben  Jonson,  with  heavier  hand, 
built  up  his  structures  on  his  studies  of  the  classics,  not  think- 
ing it  beneath  him  to  give,  without  direct  acknowledgment, 
whole  pieces  translated  both  from  poets  and  historians.  But 
in  those  days  no  such  acknowledgment  was  usual.  Plagiary 
existed,  and  was  very  common,  but  was  not  known  as  a sin. 
It  is  different  now ; and  I think  that  an  author,  when  he 
uses  either  the  words  or  the  plot  of  another,  should  own  as 
much,  demanding  to  be  credited  with  no  more  of  the  work 
than  he  has  produced.” 

Then  what  vast  numbers  of  subjects  are  to  be  got  from 
reading  ! I like  to  reduce  all  I have  said  to  practice,  or  to  give 
a definite  example.  I will,  therefore,  take  a poem,  and 
endeavour  to  show  how  subjects  are  suggested  by  it.  I take 
Gray’s  “ Elegy  in  a Country  Churchyard,”  because  it  is  so  well 
known,  and  has  been  so  well  “ worked  ” by  artists. 

Twilight  has  not  been  much  used  as  a theme  for  photo- 
graphers ; yet  it  is  perfectly  easy  now  to  produce  all  the  effects 
to  be  noted  at  the  close  of  day.  What  could  be  more  sugges- 
tive for  pictures  of  this  sort  than  the  opening  of  Gray’s  poem  1 
It  is  so  well  known  that  I will  not  quote  it ; but  can  anything 
be  finer  or  more  poetical  for  a picture  than  that  called  up  by 
the  lines — 

“ Now  fades  the  glimmering  landscape  on  the  sight , 

And  all  the  air  a solemn  stillness  holds.” 

And  there  is  scarcely  a bit  of  country  in  England  that  would 
not  offer  materials  to  illustrate  the  lines.  To  London  photo- 
graphers they  are  especially  available — as,  if  they  want  literal 
fact,  Stoke  Pogis,  where  the  poem  was  written,  is  within  easy 
distance,  and  the  actual  scenery  may  be  used,  especially  the 
“ivy-mantled  tower.”  But  the  scene  that  Gray  had  before 
him  when  he  wrote  the  poem  is  not  necessary.  A prosaic,  fact- 
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giving  photograph  is  not  required  ; the  sentiment  of  the  scene 
is  the  quality  the  student  must  endeavour  to  secure  and 
represent. 

The  poem  is  full  of  picture-giving  lines ; some  are  so  plainly 
descriptive,  such  as — 

“ The  ploughman  homeward  plods  his  weary  way  ” — 

as  to  require  no  effort  of  the  imagination  to  see  them  at  once ; 
others  are  suggestive,  and  all  the  more  valuable  on  that 
account.  Of  this  kind  is  the  line — 

“ Brushing  with  hasty  steps  the  dews  away." 

In  the  poem  this  line  applies  to  a poetic  youth,  but  the 
artist  is  not  called  upon  to  literally  follow  the  poem  ; the  line 
itself  may  be  taken  without  the  context,  and  there  are  then 
infinite  possibilities  in  it  for  other  applications — for  instance, 
it  would  apply  to  a village  maiden  skipping  along  the  fields  at 
the  break  of  day,  basket  on  arm  or  hayrake  on  shoulder. 

Milton’s  “ L’ Allegro  ” and  “ Il’Penseroso  ” are  also  full  of 
lines  that  ought  to  wake  the  student’s  imagination,  and  it 
would  be  good  practice  for  him  to  look  for  pictures  with  his 
mind’s  eye  of  the  scenes  suggested.  It  would  also  be  useful 
study  for  him  to  look  over  the  titles  of  pictures  in  an  old 
Academy  catalogue,  and  when  he  comes  to  one  that  strikes  his 
fancy,  to  endeavour  to  make  a sketch  of  the  composition  as  it 
presents  itself  to  his  imagination. 

I repeat,  and  insist  most  strongly,  that  the  best  subjects  are 
those  that  come  spontaneously  to  the  well-practised  artist,  and 
the  suggestions  I have  made  are  only  intended  to  show  the 
student  how  to  stimulate  and  educate  his  imagination.  He 
must  recollect  that  if,  in  taking  suggestions  from  the  work  of 
others,  he  does  not  get  very  far  from  the  germ  of  the  thought, 
and  if  his  design  is  any  more  like  the  original  than  Monmouth 
was  like  Macedon,  his  design  is  but  second-hand ; and  even 
supposing  the  public  does  not  find  him  out,  there  will  be  his  own 
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Conscience  still  left;  and  if  it  is  anything  like  a decent  con- 
science, it  will  be  bad  for  it  to  be  haunted  by  the  ghost  of 
plagiarism. 

Originality  and  truth  are  enjoined  in  the  quaint  sonnet  by 
W.  M.  Rossetti,  which  foreshadowed  the  principles  of  the  Pre- 
Raphaelite  Brotherhood  on  the  cover  of  their  now  very  rare 
magazine  The  Germ , when  they  taught  English  artists  to 
look  to  nature,  which  at  the  time  was  in  danger  of  being 
forgotten— 

“ When  whoso  hath  a little  thought 

Will  plainly  think  the  thought  which  is  in  him — 

Not  imaging  another’s  bright  or  dim , 

Not  mangling  with  new  words  what  others  taught ; 

When  whoso  speaks,  from  having  either  sought 
Or  only  found, — will  speak,  not  just  to  skim 
A shallow  surface  with  words  made  and  trim, 

But  in  that  very  speech  the  matter  brought : 

“ Be  not  too  keen  to  cry — ‘ So  this  is  all ! — 

A thing  I might  myself  have  thought  as  well, 

But  zoould  not  say  it,  for  it  was  not  worth  ! ’ 

Ask  : ‘ Is  this  truth  ? ’ For  it  is  still  to  tell 
That,  be  the  theme  a point  or  the  whole  earth, 

Truth  is  a circle,  perhaps , great  or  small.” 


CHAPTER  X. 


SUBJECTS. — WHAT  IS  A LANDSCAPE  ? 


HE  variety  of  subjects  open  to  the  landscape  photographer 


is  infinite.  If  he  does  not  find  them  at  his  own  door,  he 
can  find  them  by  the  aid  of  the  railway  in  an  hour.  The 
country  photographer  who  knows  how  to  look  for  them,  has 
seldom  far  to  go  for  scenes  that  will  supply  profitable  work 
for  his  camera ; while  his  London  brother  is  much  better  off 
for  landscape  themes  than  he  seems  inclined  to  admit.  Kent, 
Surrey,  Sussex,  Burnham  Beeches,  and  Epping  Forest  are  full 
of  easily-reached  beauties,  and  the  Thames  itself  affords  endless 
variety  of  splendid  scenes — enough,  indeed,  to  last  a con- 
scientious photographer  his  lifetime.  The  Upper  Thames  is 
so  full  of  beauty,  that  it  is  now  as  favourite  a resort  for 
artists  as  Bettws-y-Coed  used  to  be  in  the  days  of  David  Cox. 
The  Lower  Thames,  with  its  constantly-changing  shipping 
scenes,  is  full  of  picturesque  life  and  animation,  and  that  part 
of  the  river  which  runs  through  London  presents  some  of  the 
most  superbly-composed  pictures  that  could  be  found  anywhere. 
It  is  almost  impossible  to  choose  a standing-point  on  the 
Embankment,  or  on  any  of  the  bridges,  from  which  some 
picturesque  and  photographically  possible  view  is  not  to  be 
seen.  The  Houses  of  Parliament,  Somerset  House,  and  St. 
Paul’s  always  compose  well,  and  the  atmosphere,  almost  always 
grumbled  at  by  the  London  photographer,  appears  to  me  to 
lend  a great  charm  to  the  effect.  These  subjects  have  never, 
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as  far  as  I know,  been  worthily  treated.  Stereoscopic  studies 
and  small  pictures  have  been  done ; but  they  have  never  been 
used  for  photographs  of  any  important  size.  The  hay  barges, 
groups  of  which  are  nearly  always  to  be  seen  below  London 
Bridge,  would  be  well  worthy  of  the  serious  attention  of  the 
photographer  who  wants  to  exhibit  photographs  with  striking 
effects.  It  is  not  so  much  that  good  subjects  do  not  exist 
everywhere,  as  that  photographers  have  not  trained  their  eyes 
and  minds  to  see  them. 

It  is  a very  curious  thing,  this  art  of  seeing.  In  “ Pictorial 
Effect  ” I gave  a chapter  on  the  “ Faculty  of  Artistic  Sight ; ” 
it  will  not,  therefore,  be  necessary  to  go  into  the  subject  at 
any  length  here.  It  has  been  well  said  that  few  people  see 
more  than  five  per  cent,  of  what  is  before  them.  Some  people 
are  contented  with  little ; but  others  find  that  the  more  they 
learn  the  more  they  enjoy.  As  an  illustration,  I may  quote 
my  own  experience  in  a department  of  science  not  connected 
with  photography.  Some  years  ago  an  entomological  friend 
was  visiting  me,  and  innoculated  me  with  the  collecting  mania. 
We  confined  our  studies  to  a section  of  the  British  moths,  and 
I was  astonished  at  the  world  of  beauty  that  was  opened  to 
me.  I have  always  been  a lover  and  observer  of  nature  ; but, 
until  I made  a collection,  I had  no  idea  of  the  number,  variety, 
and  surprising  beauty  of  the  British  moths;  in  fact,  I had 
never  been  able  before  to  see  moths,  except  the  few  that 
committed  suicide  at  night  in  the  gas.  The  moths  are  now 
a source  of  constant  delight  to  me  by  day  and  by  night.  A 
new  enjoyment  was  opened  to  me  of  which  I had  hitherto 
known  very  little. 

The  same  results  will  follow,  no  matter  in  which  direction 
we  turn  in  our  search  for  objects  of  study  so  that  we  go  to 
nature  and  learn  to  see  ; and  the  photographer  will  find  that 
the  more  knowledge  he  obtains  of  what  constitutes  a picture, 
the  more  materials  for  pictures  he  will  discover.  It  is  true 
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we  cannot  always  do  as  we  like  with  our  materials  ; we  cannot 
always  compose  our  pictures  as  we  could  wish.  In  photo- 
graphy, as  a wise  man  once  said,  “ circumstances  govern 
actions,  and  play  the  fool  with  our  intentions,”  thus  making 
it  one  of  the  most  difficult  of  the  pictorial  arts ; but  arrange- 
ment and  composition,  as  I have  already  said,  are  greatly  in 
the  hands  of  the  artist  who  knows  how  to  use  these  aids  to 
pictorial  art. 

There  is  a good  deal  of  monotony  in  the  subjects  chosen  by 
photographers.  Nobody  seems  to  have  the  inclination,  or, 
may  be,  the  power,  to  break  out  in  a fresh  place.  It  is, 
perhaps,  found  to  be  easier  to  follow  the  lead  of  others  than 
to  invent  for  ourselves.  Many  subjects  are  not  attempted  for 
fear  they  should  not  come  out  well.  They  look  beautiful  in 
nature,  but  they  do  not  accord  with  photographic  traditions — 
they  are  not  like  the  usual  thing.  But  the  photographer 
should  “ greatly  venture.” 

“ He  either  fears  his  fate  too  much , 

Or  his  deserts  are  small , 

Who  dares  not  put  it  to  the  touch 
To  (fain  or  lose  it  all.” 


Don’t  be  afraid  of  being  original.  If  you  have  the  least 
glimmering  of  an  idea  that  you  have  a new  thought,  give  it 
a chance,  even  if  it  turns  out  abortive,  for  it  is  not  given  to 
everybody  to  produce  a new  thing.  Don’t  be  afraid  if  your 
little  bantling  of  an  idea  looks  different  to  everything  that 
you  have  been  taught  to  look  upon  as  orthodox;  if  there  is 
any  real  good  in  it,  the  strangeness  will  be  part  of  its  merit. 
A few  mechanical  defects  are  easily  overlooked,  if  not 
applauded.  Visitors  to  exhibitions  are  as  tired  of  the  technical 
perfections  of  photography  as  the  Athenians  were  of  hearing 
Aristides  called  the  Just.  Last  year  I wilfully  put  a con- 
siderable portion  of  a picture  out  of  focus,  which  could  as  easily 
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have  been  taken  with  perfect  definition,  and  it  turned  out 
to  be  one  of  the  most  popular  I ever  did.  But  I hope  this 
confession  will  not  lead  my  young  readers  astray ; it  was  not 
the  mere  fact  of  part  of  it  being  out  of  focus  that  made  this 
picture  a favourite  with  the  public  ; the  subject  was  sufficiently 
interesting  to  overpower  the  technical  defect.  What  you 
should  especially  endeavour  to  avoid  is  the  dead  level  of 
respectable  mediocrity.  Sir  Walter  Scott,  in  writing  to  his 
publisher  about  one  of  his  poems,  said,  “ As  for  what  is 
popular,  and  what  people  like,  and  so  forth,  it  is  all  a joke. 
Be  interesting , and  the  only  difference  will  be  that  people  will 
like  it  so  much  the  better  for  the  novelty  of  their  feelings 
towards  it.  Dullness  and  tameness  are  the  only  irreparable 
faults.” 

Some  photographers  estimate  the  value  of  their  subjects  by 
the  amount  of  difficulty  they  experience  in  obtaining  them.  I 
once  knew  a man  who  cared  nothing  for  the  most  perfect 
effects  that  nature  could  afford,  if  they  gave  him  no  trouble  to 
reach,  and  he  always  went  into  raptures  over  an  ugly  view 
obtained  from  an  almost  inaccessible  place,  at  some  risk  of  his 
life.  This  man  ipight  have  made  a respectable  athlete,  but  he 
was  beneath  contempt  as  an  artist. 

Landscape  painters  now  pay  increasing  attention  to  the 
introduction  of  figures  into  their  pictures,  and  it  is  seldom  that 
landscapes  appear  at  our  exhibitions  from  which  human  or 
animal  life  is  altogether  excluded.  But  it  is  apparently 
expected  to  be  different  in  photography,  if  we  are  to  be  ruled 
by  some  recent  decisions.  For  some  curious  reason  or  other,  it 
has  been  decided  by  some  judges  at  exhibitions,  that  if  a land- 
scape contains  a figure,  it  may  become  a genre  picture  at  the 
discretion  of  the  judges — a not  inconvenient  way  of  sorting 
out  the  different  kinds  of  pictures  to  suit  different  kinds  of 
medals ; but  it  is  very  puzzling  to  those  to  whom  the  word 
landscape  means  a definite  kind  of  picture,  even  if  the  term 
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genre  offers  considerable  latitude  as  to  its  meaning.  This 
fancy  method  of  characterizing  the  kinds  of  pictures  was 
carried  so  far  at  a provincial  exhibition,  that  a medal  was 
actually  awarded  to  “ Wayside  Gossip  ” (a  picture  to  which  I 
have  already  alluded)  as  a Genre  Portrait ! This,  of  course, 
does  not  make  the  picture  any  less  a landscape.  If  the 
principle  of  these  judges  was  strictly  carried  out,  we  should 
lose  most  of  our  landscape  painters.  To  give  only  one  instance, 
Linnell’s  magnificent  landscape,  “ The  Disobedient  Prophet,” 
in  which  are  introduced  some  small  figures  to  give  the  picture 
a title,  would  be  a “ Scripture  Piece.”  Wilson,  Gainsborough, 
Lee,  Creswick,  Callcott,  Turner,  and  many  others  in  whom  we 
delight  as  the  masters  of  English  landscape  art,  would  have 
been  astonished  if  they  had  been  told  they  had  been  painting 
genre  all  their  lives. 

It  is  seriously  argued  that  if  the  title  of  the  picture  refers  to 
the  figures,  however  small  they  may  be,  then  the  picture  is  not 
a landscape.  So  we  must  give  up  Claude,  whom  all  the  world 
has  regarded  as  a landscape  painter  pure  and  simple  for  two 
hundred  and  fifty  years,  as  well  as  those  already  mentioned, 
for  most  of  his  titles  are  given  by  the  figures  introduced  for  the 
purpose,  such  as  “ The  Marriage  of  Isaac  and  Pebecca,”  “ The 
Death  of  Procris,”  and  many  others.  If  we  want  further 
evidence  that  a picture  may  represent  an  event  or  incident, 
and  still  be  a landscape,  let  us  turn  to  the  catalogue  of  the 
National  Gallery,  where  we  shall  find  the  picture  of  which  I 
give  a sketch  on  page  34  (Chap.  IV.)  described  thus  : — “ 61, 
Landscape,  supposed  to  represent  the  Annunciation,  or  the 
Angel  appearing  to  Agar.  Claude  Lorraine .” 

Besides  those  artists  I have  just  mentioned,  there  are  one  or 
two  other  painters  whose  works  may  be  taken  as  models  by 
the  photographer  who  proposes  to  complete  and  make  his 
landscapes  more  interesting  by  the  addition  of  figures,  with 
the  greatest  confidence.  One  of  the  secrets  of  the  pleasure 
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conveyed  by  the  works  of  David  Cox  consists  in  the  way  in  which 
he  always  introduced  his  incidents  and  figures  so  naturally, 
and  so  appropriate  to  the  place.  There  can  be  no  doubt  that 
the  introduction  of  some  incident  in  a landscape  adds  vastly  to 
its  interest.  Let  the  picture  tell  a story,  however  slight,  and 
technical  defects  are  forgotten.  The  scenes  of  rural  life  by 
Birket  Foster,  especially  his  drawings  on  wood  as  illustrations 
to  books,  afford  grand  lessons  in  the  introduction  and  composi- 


tion of  groups  of  figures,  and  incidents,  and  light  and  shade. 
The  student  will  find  in  these  illustrations  the  great  use  made 
of  one  artistic  expedient,  which  I have  often  mentioned,  and 
which  is  always  successful. 

The  extreme  limits  of  light  and  dark  are  brought  together 
in  small  quantities,  and  the  rest  of  the  picture  is  in  demi-tints 
and  half-tones.  If  two  horses  are  drawing  a cart,  as  in  the 
illustration,  the  one  will  be  black  and  the  other  white,  and 
they  will  be  found  to  be  on  the  one  spot  in  the  picture  that 
was  necessary  to  be  so  occupied  to  pull  the  whole  together.  If 
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cattle  are  represented  in  a pool,  a white  cow  will  be  found 
opposite  to  a black  one,  while  none  of  the  others  will  he  found 
to  be  quite  black  or  quite  white. 

In  the  illustration  also  notice  how  the  black  hat  of  the  man 
is  brought  out  against  the  light  sky,  and  the  light  children 
contrasted  with  the  dark  part  of  the  background.  The  same 
principle  is  carried  out  even  to  the  ducks  in  the  water. 

In  conclusion,  what  photographers  want  in  their  subject  and 
their  treatment  of  them,  is  more  originality,  more  daring, 
more  pluck.  We  have  run  in  the  old  grooves  long  enough, 
and  it  is  time  we  took  to  another  line  of  rails,  or  retired  into  a 
siding. 


CHAPTER  XI. 


FIGURES  IN  LANDSCAPE. 


REALLY  beautiful  landscape  photograph,  one  that  is 


perfectly  satisfying  to  the  eye  and  mind,  is  very  rare. 
This  is  an  admission  I make  with  the  greatest  pleasure.  So 
many  pictures  belong  to  the  dreary  order  of  “ might-have- 
beens  ; ” so  many  miss  by  a narrow  chance  the  ray  of  inspira- 
tion that  will  create  a glory  even  out  of  an  unpromising 
subject.  One  of  the  most  depressing  of  the  effects  we  experi- 
ence in  a photographic  exhibition  is  caused  by  the  prevalence 
of  those  pictures  which  have  not  quite  attained  success. 
Mechanically  perfect,  clean,  sharp,  and  precise,  they  lack  some 
subtle  quality  that  is  often  found  in  pictures  technically  poor. 
Rejlander’s  works  are  not  yet  forgotten,  I hope.  In  them  we 
seldom  found  one  that  wTas  from  what  a photographer  would 
call  a good  negative,  yet,  in  nearly  every  picture  he  produced, 
there  was  a something  that  carried  it  infinitely  beyond  the 
ordinary  photograph.  It  is  not  easy  to  define  in  what  respect 
any  particular  photograph  fails  to  produce  the  fullest  effect 
that  should  have  been  got  out  of  the  subject ; but  it  is  easy 
to  see  that  a great  deal  more  could  be  done  to  improve  land- 
scape photographs  than  is  done,  in  a variety  of  ways,  one  of 
the  chief  of  which  is,  as  I am  trying  to  show  throughout  this 
book,  the  proper  introduction  of  figures ; and  in  insisting  on 
this  point  I shall  probably  repeat  in  this  chapter  the  substance 
of  what  I have  already  said ; but  reiteration  may  serve  to 
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press  the  matter  more  home  to  the  memory,  and  the  examples 
will  make  it  more  clear  to  the  eye. 

The  first  thing  that  stikes  one,  as  a rule,  on  looking  at  one 
of  the  ordinary  run  of  landscape  photographs  is,  either  that 
it  is  very  much  in  want  of  figures,  or  that  those  that  are 
introduced  are  very  much  out  of  place  and  not  adapted  to  the 
subject.  Perhaps  more  landscapes  are  spoilt  by  the  misappro- 
priation of  the  figures  than  by  the  absence  of  them ; but  this 
simply  proves  that  the  photographer  was  wanting  in  taste 
or  knowledge.  But  difficult  as  it  necessarily  is  to  get  figures 
that  will  assimilate  with  the  landscape,  they  should  never  be 
neglected.  Landscape  without  a figure  is  a suggestion  unful- 
filled, a fitness  unused,  an  opportunity  wasted.  The  figures 
should  be  not  only  in  the  picture,  but  of  it.  If  more  than  one 
is  introduced,  they  should  appear  to  so  belong  to  each  other 
that  to  separate  them  would  ruin  the  whole.  In  a perfect 
work — a work,  however,  which  I admit  is  unattainable — it 
should  be  impossible  to  add  or  to  remove  from  any  portion 
of  it.  We  should,  then,  aim  at  producing  work  that  approxi- 
mates to  this  condition.  If  a figure  is  introduced,  it  should 
be  felt  that  this  figure  gives  value  to  the  picture,  that  it  gives 
importance  and  support  to  the  composition,  and,  providing  the 
scene  is  not  of  overpowering  splendour,  that  the  picture  is 
made  by  the  figure.  It  may  look  like  an  accident,  but  however 
true  it  may  be  that  the  art  should  conceal  the  art,  that  which 
to  the  general  public  looks  like  accident  should  appear  to  the 
trained  eye  as  the  outcome  of  deliberate  purpose — the  result 
of  educated  thought,  and  the  expression  of  subtlest  art.  A 
figure,  in  fact,  is  often  the  key-stone  of  the  building  upon 
which  the  stability  of  the  whole  structure  depends,  and  it  is 
this  “ key-stone  ” that  is  almost  always  taken  at  random, 
without  any  thought  or  consideration.  A figure  is  too  often, 
indeed,  a mere  after-thought,  struck  in  at  the  last  moment, 
and  consisting  of  any  material  that  might  be  at  hand.  This 
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method  of  proceeding  is  entirely  contrary  to  what  should 
constitute  good  art.  Figures  should  be  selected  and  arranged. 
It  is  often  possible  to  find  suitable  figures  on  the  spot ; but 
this  is  a mere  chance  to  which  the  photographer  should  not 
subject  himself.  He  may  find  sailors  at  the  seashore,  or 
agricultural  labourers  in  a field  ; but  it  is  much  better  to  make 
arrangements  with  them  beforehand ; while,  for  the  usual 
landscape  subjects,  it  very  rarely  happens  that  suitable  figures 
can  be  found  haphazard.  It  is  much  better  to  take  your 
models  with  you,  having  first  paid  particular  attention  to  the 
dress  and  general  get-up.  It  should  also  be  decided  whether 
a dark  or  a light  spot  is  required  in  the  particular  position 
in  which  the  figure  is  to  be  placed,  also  whether  any  story 
is  to  be  told,  or  any  title  suggested  for  the  picture.  Most 
commonplace  bits  of  nature  can  be  made  to  yield  pictures 
by  proper  treatment,  especially  that  of  light  and  shade,  and 
arrangement  of  figures. 

I now  propose  to  give  one  or  two  slight  examples  of  how 
a subject  which  would  be  otherwise  uninteresting  may  be 
rendered  pictorial  by  the  introduction  of  a figure  or  figures. 
It  is  difficult  in  small  wood-cuts  or  block  illustrations  to  give 
an  idea  of  photographs,  and,  in  the  present  illustration,  I 
must  trust  a good  deal  to  the  imagination  of  my  readers  aided 
by  description.  The  subject  of  the  first  illustration  consists 
of  a pool  of  water,  with  an  overgrown  hedge-row  partially 
over-hanging  it,  and  a bit  of  distance.  In  itself  there  was 
nothing  in  this  of  which  a picture  could  be  made;  but  the 
arrangement  of  the  lines,  and  the  breadth  of  light  and  shade, 
suggested  possibilities  which  should  not  be  neglected.  All  that 
was  wanted  was  a point  of  interest  which  would  first  attract 
and  gratify  the  eye,  give  a meaning  to  the  subject,  and  collect 
together  and  harmonize  the  scattered  light  and  shade.  It  was 
obvious  that  a figure  or  two  would  easily  do  all  that  was 
necessary  if  they  were  well  placed,  and  could  be  made  to  look 
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as  if  they  were  in  their  natural  and  right  places.  It  was  not 
necessary  that  they  should  be  large  (indeed,  in  this  case,  I 
have  chosen  an  example  showing  how  valuable  small  figures 
may  be),  hut  they  must  be,  above  all  things,  conspicuous. 
Two  figures  were  therefore  chosen,  and  dressed  in  the  extremes 
of  black  and  white.  They  were  placed  at  the  balancing  point 
of  the  angle  of  the  composition,  to  give  it  support,  and  in 
opposition  to  the  greatest  distance,  so  as  to  throw  it  back  and 


give  space.  The  figures  are  occupied  in  “ Watching  the 
Newts,”  which  provided  a title. 

I think  I may  allow  myself  here  to  give  the  sequel  of  the 
story  of  this  picture,  although  it  tells  against  the  photographer, 
and  especially  against  the  maker  of  the  dry  plate  he  used ; but 
it  contains,  perhaps,  as  useful  a lesson  as  any  other  I could 
give.  This  photograph  never  arrived  at  what  might  be  called 
exhibition  completion.  It  turned  out  one  of  the  “ might-have- 
beens,”  from  a different  cause  to  any  of  those  to  which  I 
alluded  in  the  commencement  of  this  chapter.  The  scene  was 
difficult  to  get  at.  The  subject  was  a good  one,  for  the 
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addition  of  the  figures  had  made  it  a fine  subject.  The  wind 
was  calm,  the  light  perfect,  and  yet  the  photographer  confined 
himself  to  one  shot  ! Only  one  plate  was  exposed  ! He  was 
guilty  of  that  economical  folly  which  should  never  be  allowed 
to  have  its  miserable  way  in  photography.  When  the  plate 
was  developed,  it  turned  out  an  exceedingly  fine  negative, 
except  in  one  respect,  and  that  one  exception  was  fatal.  The 
plate  had  been  unevenly  coated.  The  film  was  thicker  at  one 
side  than  the  other ; the  consequence  was,  that  it  developed 
densely  on  one  side,  and  was  approaching  transparency  on  the 
other  where  the  film  had  been  thin  ; the  picture  was,  therefore, 
lost. 

I will  now  give  an  example  of  how  an  uninviting  bit  of 
coast  may  be  turned  to  pictorial  account  by  the  addition  of 
appropriate  figures.  This  time  I have  purposely  chosen  a 
subject  in  which  the  figures  are  larger,  and  form  a more 
important  part  of  the  composition  than  in  the  first  illustration. 
In  this  case,  I give  the  bit  of  coast  without  the  figures,  in 
contrast  with  the  completed  picture  in  which  the  figures  are 
introduced.  The  subject  is  that  of  a girl  looking  into  the 
basket  of  a friend  who  has  been  shrimping,  and  asking  the 
question  : “ What  Luck  ? ” 

There  is  another  change  that  may  be  introduced  with 
advantage  in  landscapes,  which  this  illustration  suggests.  The 
photographer  seldom  allows  his  figures  to  look  larger  than 
pigmies.  He  seems  afraid  of  a figure  of  any  importance, 
whether  in  size  or  pose.  There  is  no  good  reason  why  he 
should  not  introduce  larger  figures  with  effect.  Anyway, 
there  are  no  technical  difficulties  to  prevent  him.  The  em- 
ployment of  gelatine  plates  has  so  reduced  the  time  of 
exposure  that  the  danger  of  figures  moving  is  very  little 
indeed,  and  if  the  precise  photographer  insists  upon  everything 
being  in  focus,  the  quick  plates  give  him  the  opportunity  of 
using  a small  diaphragm.  Or  the  resources  of  combination 
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printing  may  be  brought  to  his  aid.  Double  printing  is  now 
almost  as  easy,  and  as  well  understood,  as  any  other  part  of 


the  art.  In  the  photograph  from  which  the  illustration  was 
taken,  the  figures  and  foreground  were  taken  on  one  plate, 
and  the  sea  and  sky  on  another.  The  departing  old  man, 
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whose  figure  comes  in  so  well  in  the  distance — more  visible  in 
the  original  photograph  than  in  the  sketch — was,  I confess, 
almost  an  accident ; all  I had  to  do  when  I saw  him  moving 
off  was  to  be  ready  to  expose  the  moment  he  arrived  at  the 
right  place.  It  was  the  practice  with  the  painters  of  long- 
ago  to  make  a great  distinction  between  figure  and  land- 
scape ; it  was  neither  a figure  picture  nor  a landscape  wThich 
engaged  their  attention,  and,  in  a limited  sense,  I agree 
with  them;  but  many  modern  painters — to  mention  a few, 
all  of  them  amongst  the  most  popular  artists  of  the  day, 
G.  D.  Leslie,  H.  S.  Marks,  Marcus  Stone,  F.  Walker,  G. 
Mason,  and  J.  R.  Reid — have  shown  us  that  very  charming- 
pictures  may  be  produced  containing  important  figure  subjects, 
but  in  which  it  has  not  been  necessary  to  sacrifice  the  land- 
scape. The  figures  may  often  be  made  to  tell  a story  or 
illustrate  a poem  or  poetic  thought.  But  the  question  of 
“ subjects  ” has  already  been  considered. 


CHAPTEK  XII. 


SUNSHINE. AN  EFFECT  OF  LIGHT. 

HTT  is  the  unalterable  belief  of  those  whom  Shakespeare 
calls  “ the  general,”  that  the  sun  takes  the  picture,  a 
tradition  that  must  hare  arisen  in  the  early  time  when 
photographs  were  sometimes  called  sun-pictures,  and  well 
deserved  the  name,  for,  indeed,  in  those  days,  the  sun  had  a 
good  deal  to  do  with  the  operation.  The  experimental 
photographer  thought  nothing  of  placing  his  sitter  in  the  full 
blaze  of  the  sun  for  five  or  ten  minutes,  and  if  the  victim 
escaped  without  having  his  face  white-washed,  he  was  lucky. 
It  was  then  thought  very  astonishing  that  a portrait  could 
be  taken  in  a few  minutes,  instead  of  having  to  give  many 
sittings  of  long  duration  to  a painter.  Improvements  in  the 
art  have  come  upon  us  so  gradually  that,  in  talking  of  it,  we 
are  apt  to  say,  “No,  there  is  nothing  fresh — nothing  particu- 
larly new  has  been  discovered,”  etc.  : but  if  we  compare  the 
ill-defined  smudge  of  forty  years  ago,  that  required  minutes — 
in  some  cases,  hours — to  produce,  with  the  highly  elaborate, 
delicate,  and  finished  result  we  now  get,  and  that  with  an 
exposure  made  with  a flying  shutter,  because  the  hand  is  not 
quick  enough,  who  shall  say  we  have  not  advanced  ? To  go 
still  further  back.  A photograph  which  hangs  over  my 
writing-table — I can  see  it  as  I write — must  have  taken  many 
hours’  exposure.  I believe  it  to  be  the  first,  or  one  of  the  first, 
photographs  ever  taken — the  minute  germ  from  which  such  a 
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vast  world  has  sprung  ! It  is  one  of  the  earliest  experiments 
of  Nicephore  Niepce,  and  was  done  at  Chalons-sur-Saone  in 
1826. 

We  have  all  got  into  the  habit  of  supposing  that  photography 
was  invented  in  or  about  1839,  simultaneously  by  Daguerre  in 
France,  and  Talbot  in  England ; but  Daguerreotype  was  only 
a development  of  Niepce’s  invention,  at  which  he  had  been  at 
work  for  many  years.  But  this  is  a disgression.  Let  us  get 
into  the  sunlight. 

Some  time  ago,  looking  over  a dealer’s  stock,  I came  to  a 
photograph  that  quite  surprised  me.  It  was  of  rather  large 
size,  about  eleven  by  seven,  mounted  as  a panel  on  thick 
board,  with  gilt  edges.  It  represented  a scene  in  the 
Highlands — Loch  Katrine  and  the  Trossachs,  I think,  the 
famous  scene  described  in  the  “ Lady  of  the  Lake.”  The 
composition,  and  light  and  shade,  were  quite  admirable ; but 
what  struck  one  most  was  the  almost  perfect  expression  of 
sunshine  in  it.  It  absolutely  glowed  with  sunlight ! I do  not 
know  the  name  of  the  photographer.  I was  about  to  ask  for 
it  when  I was  told  the  price  of  this  lovely  print  was  one  and 
fourpence ! And  I felt  a sort  of  instinctive  delicacy  in  asking 
the  name  of  a man  who  had  the  ability  to  produce  such 
beautiful  work  and  sell  it  for  a few  pence.  I preferred  to 
think  it  the  production  of  one  of  those  indifferent  photographers 
who  sometimes  meet  with  an  accidental  success,  and  trade  it 
off  at  so  much  per  cent,  profit  on  the  materials  used,  like  a 
baker  or  a tailor.  This  little  incident  set  me  thinking  on  the 
subject,  and  I came  to  the  conclusion  that,  although  a large 
majority  of  out-door  photographs  are  taken  in  sunlight,  very 
few  of  them  really  represent  the  “ merry  sunshine,”  or  what 
has  been  still  more  admirably  called,  “ Nature’s  smile.” 

There  is  no  doubt  that  to  represent  sunshine  quite  com- 
pletely, colour  is  necessary ; but  the  effect  of  sunlight  can  be 
very  well  suggested  without  its  aid.  Turner  is  famous  chiefly 


88 


PICTURE-MAKING  BY  PHOTOGRAPHY. 


for  his  colour,  but  careful  study  of  his  works  will  reveal  the 
perfect  subordination  of  colour  to  light  and  shade.  This  is 
shown  in  the  fact  that  all  his  pictures  engrave  well.  Ruskin, 
who  always  preaches  colour,  in  one  of  his  earliest  works  has 
shown  that  colour  is  not  indispensably  necessary  to  the 
adequate  representation  of  all  the  phenomena  of  nature, 
especially  sunshine.  Turner,  as  usual,  is  his  theme.  “ I have 
before  shown  the  inferiority  and  unimportance  in  nature  of 
colour,  as  a truth,  compared  with  light  and  shade.  The 
inferiority  is  maintained  and  asserted  by  all  really  good  works 
of  colour ; but  most  by  Turner’s,  as  their  colour  is  most 
intense.  Whatever  brilliancy  he  may  choose  to  assume,  is 
subject  to  an  inviolable  law  of  chiaroscuro,  from  which  there 
is  no  appeal.  No  richness  nor  depth  of  tint  is  considered  of 
value  enough  to  atone  for  the  loss  of  one  particle  of  arranged 
light,  No  brilliancy  of  hue  is  permitted  to  interfere  with  the 
depth  of  a determined  shadow.  And  hence  it  is  that  engrav- 
ings from  works  far  less  splendid  in  colour  are  often  vapid  and 
cold,  because  the  little  colour  employed  has  not  been  rightly 
based  in  light  and  shade.  Powerful  and  captivating  and 
faithful  as  his  colour  is,  it  is  the  least  important  of  all  his 
excellencies,  because  it  is  the  least  important  feature  in  nature. 
Were  it  necessary,  rather  than  lose  one  line  of  his  forms,  or 
one  ray  of  his  sunshine,  he  would,  I apprehend,  be  content  to 
paint  in  black  and  white  to  the  end  of  his  life.” 

How  is  it,  then,  that  photographs  so  seldom  represent  sun- 
light, when  a great  artist  like  Turner  would  rather  give  up 
his  colour  than  lose  the  sunshine  he  could  always  get  in  black 
or  white  ? I suspect  it  is  that  we  do  not  give  the  massing 
of  the  light  and  shade  in  our  pictures  sufficient  thought.  A 
quantity  of  flashes  and  spots  of  light  scattered  over  the  picture 
will  never  suggest  anything  but  spots  of  light ; but  if  a 
breadth  of  sunshine  can  be  contrasted  with  a breadth  of  shade, 
but  of  unequal  quantity,  sunlight  will  be  suggested,  especially 
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if  the  composition  of  the  view  allows  of  distinct  and  vivid  cast 
shadows. 

There  is  another  effect  of  sunlight  that  has  never  been  well 
given  in  a photograph — I mean  the  effect  of  passing  clouds 
over  a sunlit  landscape.  To  render  this  effectively,  the  view 
must  be  somewhat  extensive,  and  exposure  short.  There 
should  be  no  near  foreground,  especially  of  leaves  or  other 
objects  that  would  be  affected  by  wind,  for  the  best  effects  of 
this  kind  are  accompanied  by  strong  breezes.  These  subjects 
are,  I know,  quite  possible.  Some  time  ago  1 got  a capital 
example  of  it  in  North  Wales,  but  the  negative  was  spoiled  as 
a picture  by  the  movement  of  an  ash  tree  which  came  rather 
large  in  the  foreground,  and  was  destroyed  at  once.  I have 
also  found  the  shadows  of  clouds  on  the  sea  to  come  very 
perfectly.  In  connection  with  the  destroyed  negative  to  which 
I have  just  alluded,  I may  mention  that  I find  it  a good  plan, 
when  a negative  has  some  radical  defect  in  it,  to  destroy  it  at 
once.  If  you  stop  to  think,  you  will  persuade  yourself  to  keep, 
and  perhaps  print  and  exhibit,  a picture  which  never  should 
have  passed  the  development  stage  of  existence. 

There  is  yet  another  effect  of  sunlight  that  always  has  a 
peculiar  fascination  for  me ; I mean  that  which  is  seen  in 
deep  woods,  especially  when  there  are  some  grand  and  hoary 
trees 

“ Whose  antique  roots  peep  out 
Upon  the  brook  that  brawls  along  the  wood." 

A broad  mass  of  sunshine  falling  on  the  trunk  of  one  of 
the  giants  of  the  forest,  contrasted  by  the  deep  shadows  of 
the  wood,  these  shadows  again  relieved  by  distant  trees  in 
sunlight,  seldom  fails  to  produce  a broad  and  picturesque 
effect. 

To  help  photographers  to  feel  how  beautiful  sunlight  really 
is,  I will  venture  to  give  a rather  long,  but  most  picturesque 
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quotation  from  Buskin’s  “ Modern  Painters,”  a book  now 
almost  out  of  the  reach  of  the  ordinary  reader.  “ There  is  not 
a stone,  not  a leaf,  not  a cloud,  over  which  light  is  not  felt  to 
be  actually  passing  and  palpitating  before  our  eyes.  There  is 
the  motion,  the  actual  wave  and  radiation  of  the  darted  beam; 
not  the  dull  universal  daylight,  which  falls  on  the  landscape 
without  life,  or  direction,  or  speculation,  equal  on  all  things, 
and  dead  on  all  things;  but  the  breathing,  animated,  exulting 
light,  which  feels,  and  receives,  and  rejoices,  and  acts, — which 
chooses  one  thing,  and  rejects  another, — which  seeks,  and  finds, 
and  loses  again — leaping  from  rock  to  rock,  from  leaf  to  leaf, 
from  wave  to  wave — glowing,  or  flashing,  or  scintillating 
according  to  what  it  strikes ; or,  in  its  holier  moods,  absorbing 
and  enfolding  all  things  in  the  deep  fulness  of  its  repose,  and 
then  again  losing  itself  in  bewilderment,  and  doubt,  and 
dimness, — or  perishing  and  passing  away,  entangled  in  drifting 
mist,  or  melted  into  melancholy  air,  but  still, — kindling  or 
declining,  sparkling  or  serene, — it  is  the  living  light,  which 
breathes  in  its  deepest,  most  entranced  rest,  which  sleeps,  but 
never  dies.” 

In  looking  through  a collection  of  landscape  photographs,  it 
will  be  .noticed  that  nearly  all  of  them  are  lighted  from  the 
side,  or  with  the  source  of  light  more  or  less  behind  the 
camera.  I know  there  are  exceptions,  but  few  attempts  will 
be  found  at  what  is  sometimes  called  “ daring  ” effects.  They 
are  all  decorously  well  lighted ; but  such  a thing  as  a photo- 
graph with  the  sun  in  front  of  the  camera — in  the  teeth  of  the 
lens — is  seldom  seen  : yet  no  better  opportunity  for  striking 
and  picturesque  effects  than  this  treatment  affords  exists.  I 
do  not  mean  that  the  sun  should  be  visible  in  the  picture, 
although  this  is  not  impossible  or  improper,  but  that  it  should 
be  in  front — as,  for  instance,  in  a sunset.  The  luminary 
might  be  hidden  behind  a ruin,  as  in  Turner’s  wonderful 
u Norham  Castle  ” in  the  Liber  Studiorum,  or  by  a tree,  as 
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in  many  of  Turner’s  and  Claude’s  most  successful  pictures,  or 
behind  a cloud  ; or  it  may  be  so  high  in  the  heavens  as  to  be 
without  the  field  of  the  picture,  but  yet  have  an  influence  on 
the  clouds  and  landscapes. 

Notice  the  beautiful  perspective  effect  of  long  shadows  of 
tall  trees  as  they  run  from  a distance  up  to  your  feet.  Even 
ugly  nature  is  sometimes  made  picturesque  and  enjoyable  by 
the  way  the  light  is  thrown  upon  it.  The  portraitists  have 
found  this  out,  and  applied  it  in  the  wrongly-called  “ Bem- 
brandt  ” pictures,  though  they  sometimes  overdo  the  effect, 
not  knowing  the  artistic  value  of  reticence  and  sacrifice ; even 
the  poet  has  noticed  the  value  of  shadow  when  turned  towards 
the  spectator.  Everybody  must  remember  the  rich  attorney’s 
daughter,  in  Gilbert  and  Sullivan’s  opera,  who  had  "arrived  at 
a very  mature  age;  the  magic  of  light  and  shade  seemed  to 
make  her  young  again — 

“ You  really  might  talie  her  for  forty  -three  • 

In  the  dush , with  the  light  behind  her." 

In  taking  pictures  with  the  lens  in  front  or  nearly  in  front 
of  the  camera  we  get  the  highest  light  opposed  to  the  strongest 
dark,  a very  favourite  form  of  composition  among  painters, 
and  an  excellent  expedient  for  securing  powerful  effects.  By 
placing  the  extremes  of  light  and  dark  in  juxtaposition,  as  I 
have  often  had  occasion  to  remark,  a key-note  is  secured 
which  accentuates  the  mass  and  contour  of  the  object  so 
relieved  in  the  most  powerful  way,  and  gives  the  utmost  limit 
of  effect.  By  opposing — to  borrow  an  illustration  from  a 
sister  art — the  extremities  of  the  gamut  of  light  and  shade, 
the  artist  enables  the  eye  to  gauge  and  be  sensible  of  the 
tenderest  tones  and  semi-tones  in  other  parts  of  the  picture. 
By  bringing  the  darkest  mass  of  the  picture,  whether  it 
consists  of  a boat,  or  a ruin,  or  a tree,  against  the  lightest 
part  of  the  sky,  the  value  of  each  is  enhanced,  and  a delicate 
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sense  of  atmosphere  and  space  is  gained  that  would  he  difficult 
to  produce  by  any  other  device. 

It  might  probably  be  said  that  there  are  great  difficulties  in 
the  way  of  obtaining  landscape  negatives  with  the  lens  turned 
towards  the  light.  Well,  there  are  difficulties.  But  what 
photographer,  worthy  of  his  camera,  objects  to  difficulties,  or 
would  be  deterred  by  them  ? To  me,  the  taking  of  a subject 
by  photography  that  presents  no  difficulties  is  one  of  the  most 
tame  and  insipid  ways  of  passing  the  time  I know.  A true 
musician  prefers  the  violin  to  the  barrel-organ,  although  it  is 
infinitely  easier  to  grind  a tune  out  of  the  latter,  than  to 
squeak  a melody  out  of  the  former.  Now  what  are  the 
difficulties  that  present  themselves?  The  lens,  acting  as  a 
window  as  well  as  a lens,  might  admit  sufficient  light  to 
slightly  fog  the  plate ; but  I do  not  see  any  objection  to  a 
slight  veil  over  the  shadows  if  the  negative  prints  the  effect  I 
require,  and  a good  deal  can  be  done  by  shading  the  lens 
during  exposure.  There  are  some  photographers  who  care 
more  about  the  mechanical  or  chemical  beauty  of  their 
negatives  than  of  the  pictorial  result.  They  think  more  of 
the  means  than  the  end.  I differ  from  them.  I don’t  want 
to  preach  up  the  beauty  of  fog ; but  I have  seen  prints  from 
some  fogged  negatives  containing  beauties  that  I don’t  think 
could  be  given  by  negatives  with  clear  glass  in  the  darks,  or 
any  other  way. 

Another  bugbear  is  halation.  This  is  certainly  a very 
annoying  defect ; but  it  is  not  a fault  that  cannot  be  got  over. 
Halation  is  the  result  of  carelessness.  I have  never  seen  it 
occur,  under  the  most  trying  circumstances,  when  the  film 
of  gelatine  has  been  thick  enough  on  the  glass  to  give  the 
best  results  in  other  ways.  I have  used  some  plates  that  gave 
this  troublesome  blurring,  but  they  also  gave  flat  lights  and 
shadows;  they  would  not  register  nearly  all  the  tones  in 
nature,  from  the  highest  light  to  the  deepest  dark;  both 


SUNSHINE. -AN  EFFECT  OF  LIGHT . 


93 


defects  arose  from  the  maker  having  been  too  economical  with 
his  bromo-gelatine,  and  the  film  was  thin  and  blue.  Even 
these  plates  could  be  made  to  give  images  free — or  almost 
free — from  halation,  by  being  properly  backed  with  burnt 
sienna ; but  nothing  could  induce  them  to  give  the  proper 
proportions  of  light  and  shade. 


CHAPTER  XIII. 


ON  SEA  AND  SHORE. 


EFORE  the  advent  of  gelatine  plates,  photographs  of 


the  sea  were  the  unfulfilled  dream,  rather  than  the 
accomplishment,  of  the  photographer.  It  is  true  that  some 
very  creditable  results  were  produced  (chiefly  by  the  aid  of 
double  printing),  especially  for  the  stereoscope,  and,  in  a few 
instances,  of  larger  sizes ; but  nothing  to  be  compared  to  the 
marvellous  achievements  that  are  now  open  to  the  followers 
of  our  art. 

But  with  the  sea,  now  we  have  the  means  of  photographing 
it,  we  are  doing  to-day  almost  exactly  what  the  earliest  photo- 
graphers did  with  landscape ; we  are  content  to  take  almost 
anything  that  presents  itself  to  us,  and  think  it  good  if  it  is 
sharp.  The  possibility  of  getting  the  tumultuous  waves  in  so 
short  a time  that  they  appear  in  the  print  to  be  quite  still,  is 
such  a surprise  that  many  photographers  appear  to  be  quite 
satisfied  with  it,  and  the  simple  pleasure  of  surprise  is  enough 
for  some  people,  bearing  out  the  adage  “ Little  things  please 
little  minds ; ” but  when  the  novelty  of  quickness  wears  off, 
they  will  find  there  is  a good  deal  more  to  be  done  than  has 
yet  been  accomplished.  At  present  there  is  too  much  dis- 
position to  rely  on  accident.  A photographer  will  go  down 
to  the  sea  and  fire  off  some  dozens  of  plates  in  the  hope  that 
a few  of  them  will  turn  out  prizes.  This  is  photographing 
with  the  hope  of  a miracle  happening,  which  I need  not  say 
is  not  art. 
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In  producing  plates  quick  enough  to  receive  the  ever- 
changing,  restless  sea  with  ease  and  certainty,  the  photo- 
grapher has  had  placed  in  his  hand  weapons  with  which  he 
may  conquer  a new  realm.  And  this  addition  to  his  conquests 
will  be  fortunately  more  appreciated  in  our  country  than  any 
other,  for  Englishmen  love  the  sea,  and  are  never  happier 
than  when  on  its  surface  or  its  shores.  Subjects  are  more 
plentiful  on  sea  and  shore  than  in  other  places.  Nearly  my 
first  experience  with  gelatine  plates  was  on  the  sea,  during  a 
yachting  cruise  on  the  Clyde  and  among  the  Western  Islands 
of  Scotland. 

Plates  and  shutters  have  greatly  improved  since  then ; but 
I was  astonished  at  the  wonderful  ease  with  which  good 
negatives  could  be  got  even  on  the  unstable  base  of  a yacht 
in  full  sail.  One  of  the  difficulties  was  to  get  the  horizon 
even  approximately  level.  The  roll  of  the  boat  was  not  of 
much  consequence,  but  the  pitch,  if  it  happened  at  the 
moment  of  exposure,  was  often  fatal.  Pecent  experiments 
have  convinced  me  that  this  difficulty  can  be  modified  by 
using  a camera  stand  with  a ball-and-socket  joint,  with  the 
camera  loosely  fixed,  so  that  it  can  be  turned  about  quickly 
by  the  hand.  With  this  arrangement,  and  a finder,  combined 
with  a pneumatic  exposer,  many  difficulties  disappear.  A 
finder  is  of  great  use,  for  without  one  the  photographer  may 
discover  that  a vessel  has  escaped  from  the  field  of  the  picture 
altogether,  or  left  only  her  mizen  behind  her,  like  little 
Bopeep’s  sheep.  There  are  several  good  finders  sold  now, 
but  they  are  most  of  them  too  elaborate  for  my  use.  I like 
every  piece  of  apparatus  to  be  as  simple  as  I can  get  it,  and 
am  even  prepared  to  give  up  some  advantages  to  attain  sim- 
plicity. The  following  plan  I find  to  answer  sufficiently,  and 
it  is  always  at  hand,  and  never  requires  separate  setting  up. 
The  ground  glass  of  my  camera  is  hinged,  and  when  the  slide 
is  in,  falls  flat  on  the  top.  On  the  glass  are  drawn  three  lines, 
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one  directly  down  the  centre,  the  other  two  from  E to  the 
opposite  corners.  When  the  glass  is  flat  on  the  camera,  by 
placing  the  eye  at  E and  looking  along  the  central  line,  as  you 
would  along  a gun-barrel,  you  get  the  centre  of  the  picture, 
and  by  looking  down  the  diagonal  lines,  you  find  how  much 
will  be  included  in  the  angle  of  view.  The  diagonal  lines  must 
be  adjusted  to  the  focus  of  the  lens  you  are  using.  If  the 
focussing  screen  does  not  lie  on  the  top  of  your  camera  but 
falls,  as  recommended  in  Chapter  II.,  there  will  be  no  difficulty 
found  in  making  some  modification  of  this  arrangement. 


Imaginary  lines  would  be  better  than  nothing.  A long  focus 
lens  is  better  for  a sea-view  than  a wide  angle. 

There  are  two  or  three  things  worth  considering  in  taking 
ships  at  sea.  I quite  believe  that  all  things  are  possible  now- 
adays, but  some  are  easier  than  others.  A ship  going  broad- 
side on  is  more  liable  to  show  movement  than  one  coming  end 
on.  The  cause  of  this  is  plain.  If  a vessel  is  going  parallel 
with  you,  it  infinitely  more  quickly  exposes  fresh  sky  behind 
its  spars  and  rigging  than  does  a ship  that  is  coming  towaids 
or  going  from  you.  The  latter  covers  the  same  space  for  a 
much  longer  time  than  does  the  former,  and  allows  a more 
prolonged  exposure.  It  is  for  this  reason  that  photographs  of 
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railway  trains  going  at  full  speed  have  been  so  easy, — they  are 
all  taken  end  on.  A vessel  sailing  in  the  same  direction  as 
yourself  will  allow  of  a longer  exposure  than  one  that  is  meeting 
you,  and  objects  on  the  deck  of  the  vessel  on  which  your  camera 
is  placed  will  allow  of  a very  prolonged  exposure  even  when 
the  boat  is  rolling  considerably,  always  making  allowance  for 
the  jerking  of  the  rigging.  It  will  he  found  that  camera, 
vessel,  and  all  the  objects  on  it  roll  together,  and,  all  things 
being  equal,  have  no  effect  on  the  definition.  The  extra- 
ordinary photographs  of  yachts  exhibited  of  late  years  show 
that  marvellous  results  have  been  obtained.  The  majority 
of  these  pictures  were  taken  while  racing,  from  the  deck 
of  another  vessel.  There  must  have  been,  of  course,  many 
failures  in  taking  these  pictures ; but  much  as  I object  to 
“ flukes,”  when  a photographer  produces  some  hundreds  of 
such  pictures  as  these  in  a season,  I cannot  put  down  success 
entirely  to  accident. 

But  it  is  on  and  from  the  shore, — 

“ Among  the  waste  and  lumber  of  the  shore, 

Hard  coils  of  cordage,  swarthy  fishing -nets, 

Anchors  of  rusty  fluhe,  and  boats  updrawn,” — 

that  the  photographer  ought  to  expect  to  find  his  best  subjects. 
Life  on  the  shore  is  full  of  pictures.  The  sailors  and  their 
occupations  afford  plenty  of  incidents,  while  the  sands  and 
shingle  and  cliffs  supply  picturesque  surroundings.  There  is 
only  one  aspect  of  the  sea  which  defies  the  cleverest  painter  or 
artist  of  any  kind  to  get  anything  pictorial  out  of  it,  except  as 
a background  for  figures.  A dull  smooth  sea  with  nothing  on 
it  is  the  most  monotonous,  insipid,  and  characterless  thing  in 
nature.  It  is  fortunate  that  this  effect  seldom  exists  for  many 
days  together,  and  the  photographer  who  goes  to  the  sea  will 
find  plenty  to'  do,  if  he  has  the  power  of  seeing  what  to  do, 
and  knows  how  to  do  it. 
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If  my  reader  lives  at  the  seaside,  there  ought  to  be  little 
that  I can  point  out  to  him  ; but  to  the  stranger  who  wants 
to  do  real  work,  I should  say  select  an  intelligent  boatman, 
and  engage  him  to  carry  your  camera.  Through  him  you  will 
get  to  know  other  sailors.  Listen  to  their  yarns  and  be  liberal 
with  tobacco,  and  you  will  have  a chance  of  getting  pictures 
that  could  scarcely  be  got  on  any  other  terms.  If  you  manage 
them  properly,  they  will  become  greatly  interested  in  your 
work,  and  be  always  anxious  to  help,  and  the  assistance  they 
can  give  is  very  real.  Boats,  ropes,  lobster  pots,  and  other 
“ common  objects  of  the  shore,”  are  heavy  to  move,  and  the 
boatmen  are  willing  helpers,  always  supposing  you  get  the 
right  side  of  them.  I have  known  half  a dozen  sailors  work 
like  slaves  launching  and  beaching  a great  lugger  for  the 
benefit  of  a photographer ; and  I must  confess,  on  the  other 
hand,  I have  seen  them  very  obstructive. 

Charming  pictures  may  be  made  of  figures,  boats,  etc.,  taken 
on  the  beach,  using  a second  negative  for  the  sea  and  sky.  All 
the  precautions  necessary  for  securing  truth  in  a similar  kind 
of  picture  on  land  must  be  more  than  ever  observed  in  a shore 
view.  The  photographer  would,  of  course,  not  be  guilty  of 
the  mistake  of  using  a sea  and  sky  lighted  from  a different 
direction  to  that  of  the  foreground ; but  there  are  other  things 
that  could  scarcely  happen  inland  that  must  be  looked  to  here. 

Suppose,  for  instance,  the  subject  was  a group  of  figures 
looking  out  on  a raging  sea,  it  would  never  do  to  take  the 
group  on  a calm  day ; the  figures  would  not  be  in  accord  with 
the  sea,  and  it  is  very  possible  that  there  would  be  included 
in  the  foreground  objects  such  a thing  as  a boat  with  its  sails 
set  to  dry,  which  would  of  course  be  torn  to  ribbons  in  such 
a gale  as  was  represented  by  the  sea. 

These  observations  are  very  commonplace  and  trite,  but  it 
is  astonishing  how  easily  obvious  blunders  will  creep  into 
photographs  when  there  is  anything  but  the  ordinary  thing 
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done  at  one  exposure.  In  a late  exhibition  I noticed  several 
sea  views  into  which  the  sky  had  been  printed  from  a separate 
negative.  In  these  the  clouds  were  seen  to  go  down  to  and 
behind  the  horizon.  Now  this  is  an  effect  that  is  never  seen 
except  in  the  clearest  of  latitudes ; it  occasionally  nearly 
occurs  in  Cornwall,  where  the  air  is  sometimes  extremely  clear, 
but  I have  never  seen  it  further  North  during  the  observa- 
tions of  many  years.  There  is  always  sufficient  density  of 
atmosphere  to  give  a line  of  what  may  be  called  plain  sky  for 
some  space  above  the  horizon — that  is,  between  the  clouds  and 
the  sea. 

Many  fine  pictures  can  be  got  of  the  sea  breaking  on  the 
shore,  from  the  dash  of  the  giant  waves,  crashing  and  smashing 
themselves  into  foam  on  the  shingle,  to  the  beautiful  effect  of 
long  rolling  waves  creeping  slowly  over  the  wet  reflecting  sand. 
The  chief  qualification  a photographer  requires  for  taking  this 
kind  of  picture  is  presence  of  mind  combined  with  ready 
thought,  so  that  he  may  be  able  to  say  at  the  instant,  “ This 
is  good!”  and  pull  the  trigger;  or,  “This  won’t  do!”  and 
leave  it  alone. 

The  shore  is  very  fertile  in  suggestions  for  subjects.  The 
accessories  are  so  picturesque  that  they  call  aloud  to  be  photo- 
graphed, and  pictures  containing  figures  can  often  be  snatched 
with  great  ease.  The  photograph  from  which  the  illustration 
is  taken  was  exposed  without  the  little  girl  knowing  anything 
about  it.  The  camera  was  focussed  on  the  crab  baskets,  and 
the  young  damsel  came  to  play  with  them.  The  elder  girl, 
who  had  been  acting  as  model  in  several  pictures,  at  a hint 
from  the  photographer,  walked  quickly  to  the  baskets,  stooped 
down  to  speak  to  the  child,  and,  before  she  could  look  up,  the 
picture  was  taken. 

To  the  artist  photographer,  a fishing  village,  picturesquely 
situated  between  overhanging  cliffs,  presents  dozens  of  available 
subjects.  The  space  covered  may  be  small,  but  the  ever- varying 
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life  of  the  place  presents  continual  change.  On  the  beach  the 
trawlers  may  be  drawn  up  high  and  dry,  keeled  over  on  their 
sides,  the  fisher-folk  mending  their  nets,  or  spreading  out  their 
tanned  sails  to  dry  on  the  shingle,  while  children  swing  and 
play  on  the  ropes  with  which  the  boats  are  made  fast.  The 
odds  and  ends  of  the  shore  always  present  opportunities  for 
groups  and  single  figures  of  fishermen  and  girls  following  their 
occupation.  The  windlasses,  piles  of  lobster  pots,  creels,  bits 


of  rope,  anchors,  barrels,  and  tar-covered  buildings,  all  suggest 
picturesque  incident,  and  dramatic  situations.  The  return  of 
the  fishing  fleet  is  full  of  lively  incidents.  Before  the  boats 
get  to  land,  there  are  always  groups  of  tarpaulined  men,  with 
their  wattled  creels,  waiting  to  land  the  cargo.  When  the 
boat,  after  pausing  a moment — a fine  opportunity — on  the  top 
of  the  last  wave,  is  driven  straight  ashore,  she  heels  over,  and 
the  expecting  groups  rush  to  her  leeward  gunwale  to  receive 
the  glistening  splashing  fish — live  soles,  giant  rays,  pollock, 
whiting,  red  gurnard,  and  perhaps  a conger  or  two.  Here  is 
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a picture  that  could  only  come  to  him  who  knows  how  to  wait, 
but  which  happens  daily,  and  is  certainly  possible. 

Then  the  sale  of  the  fish  on  the  beach  by  Dutch  auction,  the 
removal  of  the  fish  to  market,  or  the  packing  them  in  boxes  or 
barrels ; all  these  give  subjects.  So  also  do  the  children  on  the 
sand ; but  this  is  so  obvious,  and  has  been  so  often  done,  that 
I will  say  no  more  about  it. 


CHAPTER  XIV. 


THE  SKY. 

I SHOULD  like  to  begin  this  chapter  with  a bold  proposi- 
tion with  which  some  photographers  may  not  entirely 
agree.  It  is  this  : The  beauty  of  recent  ’photographic  landscapes 
depends  in  a very  great  degree  on  the  introduction  of  skies  from 
separate  negatives. 

In  the  first  edition  of  “ Pictorial  Effect  ” I found  it  neces- 
sary to  enter  into  a serious  defence  of  the  legitimacy  of  skies 
in  photographs,  expecially  when  printed  from  a separate  nega- 
tive. If  I attempted  to  do  so  now  I should  only  excite 
laughter,  the  practice  of  adding  a sky  is  so  universally  accepted. 
The  use  of  anything  in  photography  used  to  be  measured  by 
the  possibility  of  its  abuse.  The  capabilities  of  any  method 
when  in  skilled  hands  were  seldom  taken  into  consideration. 
The  question  always  was : Is  it  possible  for  ignorance  to  go 
wrong  with  it  ? But  if  we  measured  every  art  by  the  mess 
that  could  be  made  of  it  by  those  who  not  only  know  no  better, 
but  seem  to  have  no  capacity  for  learning  better,  then  no  pro- 
gress would  be  made  in  the  world.  It  is  pleasant  to  see  a 
method  I have  always  advocated  universally  adopted,  but  it  is 
not  so  cheerful  to  see  how  the  blunders  that  can  be  made  with 
it  still  exist.  It  is  pleasant  to  find  that  the  practice  has  so  far 
extended  that  even  auctioneers’  photographs  of  houses  to  let 
now  have  their  natural  skies ; but  it  is  vexing  to  see,  as  I did 
this  morning  at  a railway  station,  a whole  collection  of  these 
useful  photographs  with  exactly  the  same  sky  used  for  each, 
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and  that  without  respect  to  the  direction  from  which  the  light 
came.  Photography,  as  I have  often  remarked,  should  be 
confined  to  the  possible.  Now  I need  not  explain  that  it  is 
impossible  for  the  same  clouds  to  exist  in  the  same  form  in 
different  parts  of  the  earth  ; that  no  miracle  in  nature  could 
produce  the  same  sky  effect  exactly  in  separate  places  or  on 
separate  days.  But  this  is  not  the  lowest  depth  ; I have  seen 
in  exhibitions  photographs  ascribed  to  various  photographers, 
all  of  them  with  the  same  sky  ! There  is  no  getting  away  from 
the  fact  that  these  photographers  must  have  each  bought  their 
sky  negatives,  printed  them,  and  unblushingly  sent  them  to  the 
exhibition  under  their  own  name  ! This  is  artistic  immorality. 

The  sky  is  the  commonest  thing  we  have — it  is  always  with 
us.  It  is  so  familiar  to  us  that  we  seldom  give  it  more  than  a 
passing  thought.  “ It  is  a strange  thing,”  says  the  author  of 
“ Modern  Painters,”  u how  little  in  general  people  know  about 
the  sky.  It  is  the  part  in  creation  in  which  nature  has  done 
more  for  the  sake  of  pleasing  man,  more  for  the  sole  and 
evident  purpose  of  talking  to  him  and  teaching  him,  than  any 
other  of  her  works,  and  it  is  just  the  part  in  which  we  least 
attend  to  her.  There  are  not  many  of  her  other  works  in 
which  some  more  material  or  essential  purpose  than  the  mere 
pleasing  of  man  is  not  answered  by  every  part  of  their  organi- 
zation ; but  every  essential  purpose  of  the  sky  might,  as  far  as 
we  know,  be  answered,  if  once  in  three  days  or  thereabouts,  a 
great,  ugly,  black  rain-cloud  were  brought  up  over  the  blue, 
and  everything  well-watered,  and  so  all  left  blue  again  till 
next  time,  with,  perhaps,  a film  of  morning  or  evening  mist 
for  dew.  And  instead  of  this,  there  is  not  a moment  of  any 
day  of  our  lives  when  nature  is  not  producing  scene  after 
scene,  picture  after  picture,  glory  after  glory,  and  working 
still  upon  such  exquisite  and  constant  principles  of  the  most 
perfect  beauty,  that  it  is  quite  certain  it  is  all  done  for  us,  and 
intended  for  our  perpetual  pleasure.  And  every  man,  wherever 
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placed,  however  far  from  other  sources  of  interest  or  of  beauty, 
has  this  doing  for  him  constantly.” 

A good  deal  that  is  suggested  in  the  above  still  remains  to 
be  done.  There  is  still  room  in  our  exhibitions  for  pictures  in 
which  the  sky  is  made  the  principal  instead  of  an  adjunct 
This  I have  mentioned  in  an  earlier  chapter ; here  it  only 
remains  for  me  to  suggest  to  the  student  what  to  do,  and 
especially  what  to  avoid. 

In  many  subjects,  such  as  sea  views  and  distant  expanses  of 
country,  it  would  be  easy  to  take  the  sky  on  the  same  plate  as 
the  landscape,  and  in  sea-scapes  it  should  always  be  done  when 
fine  effects  can  be  secured;  but  it  is  seldom  that  the  best 
pictorial  results  can  be  produced  by  this  means.  All  skies 
that  appear  in  nature  are,  of  course,  to  some  extent,  suitable 
to  the  views  of  which  they  are  the  background,  but  it  does  not 
follow  that  they  are  always  the  most  picturesque,  or  conducive 
to  pictorial  effect ; therefore  all  I have  to  say  about  obtaining 
the  clouds  on  the  same  negative  as  the  foreground,  which  some 
critics  still  maintain  is  the  only  legitimate  way,  is,  get  them 
if  you  can,  and  if  the  sky  and  foreground  make  an  agreeable 
whole,  be  thankful,  and  exhibit  the  picture ; but  if  it  is  not  a 
pictorial  success,  then  that  sky  must  be  sacrificed,  and  a more 
suitable  one  printed  in  its  place.  The  method  of  obtaining 
sky  negatives  and  printing  them  has  been  so  often  described,* 
that  it  is  not  necessary  to  enter  into  any  details  here ; but  I 
would  recommend  the  student  to  always  secure  a fine  or  useful 
sky  whenever  the  chance  occurs  to  him.  Never  mind  whether 
you  see  any  immediate  use  for  it ; make  a collection,  and  they 
will  always  be  ready  to  select  from.  In  taking  your  land- 
scapes, always  bear  the  sky  in  mind.  If  not  a rule,  it  was 
at  least  a leading  direction,  with  the  old  landscape  painters, 
that  the  landscape  should  fill  up  one-third  or  two-fifths  of  the 
picture,  and  the  larger  proportion  be  devoted  to  the  sky.  This 
* See  “ Silver  Printing,”  by  H.  P.  Kobinson  and  Captain  Abney. 


THE  SKY. 


105 


will  be  conspicuously  noticeable  in  the  pictures  of  Wilson, 
Cuyp,  Puysdael,  Hobbema,  and  others  of  the  old  masters ; 
but  photographers  have  found  it  best  to  nearly  fill  their  pictures 
with  their  subject.  The  early  practitioners  were  compelled  to 
this,  in  a manner,  by  the  difficulty  of  treating  the  sky,  and 
they  got  rid  of  as  much  as  they  could  of  it ; but  our  modern 
methods  have  changed  all  that,  and  we  can  represent  the  sky 
as  perfectly  as  any  other  part  of  nature.  Still  the  practice  of 
crowding  the  space  with  the  subject  by  placing  the  horizon 
high  up  in  the  picture  yet  survives.  Let  me  recommend  the 
student  to  try  something  different.  Try  a picture  over  a flat 
or  slightly  undulating  piece  of  ground,  such  as  is  to  be  found 
on  almost  all  of  our  commons ; if  you  can  conveniently  get  a 
figure,  or  a cow,  or  a sheep,  or  a cart  and  horse,  to  help  to 
make  up  the  picture,  turn  the  camera  towards  the  sun,  of 
course  shading  the  lens  from  the  direct  rays,  and  make  a 
negative  occupying  about  one-third  of  the  plate.  You  will 
fiud  that  the  sunlight,  skimming  along  the  upper  edges  of 
all  the  forms,  produces  a good  and  novel  effect.  Print  this 
negative  rather  dark,  filling  the  other  two-thirds  of  the  picture 
with  a sky  negative  taken  under  the  same  conditions,  but  not 
necessarily  at  the  same  time,  and  if  everything  has  been  done 
well,  you  will  find  you  have  got  a fine  effect.  I have  recom 
mended  you  in  your  first  attempt  to  turn  your  camera  to  the 
sun,  because  the  clouds  in  that  position  are  often  very  beautiful 
in  form,  and  strong  in  light  and  shade,  and  therefore  more 
easy  to  photograph ; but  it  will,  of  course,  be  understood  that 
the  sky  is  possible  and  generally  beautiful  in  any  of  its  phases 
as  regards  the  sun,  from  morning  to  twilight.  There  are  a 
few  precautions  that  must  be  observed.  The  light  must  always 
fall  on  the  clouds  from  the  same  direction  that  it  falls  on  the 
landscape.  Nothing  could  be  more  incongruous  than  a fore- 
ground lighted  from  the  right,  and  the  sky  illuminated  from 
the  left.  It  is  these  departures  from  truth  that  bring  discredit 
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on  our  art.  The  sky  should  belong  in  character  to  the  land- 
scape, and  should  agree  with  and  not  fight  against  the  view. 
If  the  objects  in  the  view  are  important,  the  sky  should  be 
kept  quiet;  but  if  the. subject  is  some  very  bold  or  striking 
cloud,  then  the  landscape  should  be  kept  subordinate. 

The  state  and  character  of  clouds  vary  with  the  altitude  at 
which  they  are  formed.  The  visible  sky  consists  of  a graduated 
series  of  systematic  forms  of  cloud,  each  of  which  has  its  own 
region  and  specific  character. 

Skies  taken  high  up  or  looking  towards  the  zenith  should 
never  be  used  near  the  horizon.  Besides  the  variation  in  shape 
of  clouds  at  different  altitudes,  they  alter  greatly  according  to 
their  position  in  the  sky ; this  is  due  to  the  effect  of  perspective ; 
and  there  are  some  clouds,  such  as  the  cirrus,  that  are  never 
seen  except  high  in  the  heavens.  Well-defined  clouds  are 
seldom  or  never  seen  near  a low  horizon : this  is  especially 
noticeable  over  the  sea. 

Cloud  forms  are  of  great  use  in  aiding  and  correcting  com- 
position. The  great  variety  of  lines  and  forms  and  masses  of 
light  and  shade  to  be  found  in  a good  collection  of  sky  negatives 
ought  to  enable  the  photographer  to  produce  presentable 
results  out  of  indifferent  landscape  materials.  It  sometimes 
occurs  that  the  lines  of  composition  in  a scene  are  not  what  an 
artist  would  wish,  and  that  no  attention  to  point  of  view  will 
materially  improve  the  arrangement.  A picture  of  this  kind 
may  be  saved  by  the  right  use  of  a sky.  Opposing  lines  may 
be  introduced,  and  balance  restored.  Constable,  who  made  sky 
painting  one  of  his  chief  studies,  wrote  to  a friend  : “ That 
landscape  painter  who  does  not  make  his  sky  a very  material 
part  of  his  composition  neglects  to  avail  himself  of  one  of  his 
greatest  aids.  I have  often  been  advised  to  consider  my  sky 
as  a white  sheet  thrown  behind  the  objects  ! Certainly,  if  the 
sky  is  obtrusive,  it  is  bad  ; but  if  it  is  evaded,  it  is  worse.  It 
will  be  difficult  to  name  a class  of  landscape  in  which  the  sky 
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is  not  the  key-note,  the  standard  of  scale,  and  the  chief  organ 
of  sentiment.” 

All  this  must  be  done  with  knowledge.  This  knowledge  will 
come  easy  to  the  observing  student,  but.  it  must  be  a knowledge 
of  nature  as  well  as  of  art.  I hold  it  legitimate  for  the  photo- 
grapher to  produce  his  effects  by  any  means  so  that  they  are 
so  true  to  nature  that  experts  in  nature  shall  not  be  able  to 
deny  their  truth. 


CHAPTER  XY. 


ANIMALS. 


WHEN  Landseer  asked  Sydney  Smith — to  whom  all  witty 
sayings  are  attributed — to  sit  to  him  for  a portrait, 
the  Canon  of  St.  Paul’s  replied : “ Is  thy  servant  a dog,  that 
he  should  do  this  thing  ? ” A fair  suggestion  that  a great 
animal  painter  may  not  be  able  to  render  the  human  face 
divine.  Will  the  time  ever  come  when  the  several  branches 
of  photography  shall  have  their  distinct  professors?  Will 
the  landscape  man  ever  boast  that  he  can  also  photograph  the 
figure,  as  some  landscape  painters  now  pride  themselves  on 
their  drawing  of  the  human  form,  as  something  exceptional  ? 
Will  the  portrait  photographer  ever  find  himself  so  entranced 
by  his  portion  of  the  art  that  he  can  never  find  time  to  do 
a bit  of  landscape  or  architecture  ? If  ever  any  student  of  our 
art  finds  himself  compelled  to  confine  himself  to  one  department, 
it  will  be  the  animal  photographer.  Just  as  Mark  Twain  says, 
there  is  more  to  a blue  jay  than  any  other  bird,  so  there  is 
more  to  animals,  from  a photographic  point  of  view,  than  all 
the  rest  of  creation.  If  you  want  to  get  the  best  results,  you 
must  make  a more  minute  study  of  your  “ sitters  ” than  is 
necessary  even  with  the  superior  animal — man.  You  cannot 
expect  to  get  the  best  expression  out  of  a Scotch  terrier  at 
your  first  enterview,  or  the  amiable  purr  of  a cat  at  an  early 
acquaintance.  Sir  Joshua  Reynolds  found  it  of  great  assistance 
to  him  in  getting  the  best  and  most  characteristic  portraits  of 
his  sitters,  to  dine  and  spend  the  evening  with  them ; so  with 
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what  we  complimentarily  call  the  brute  creation,  we  cannot 
expect  to  get  the  best  results  if  we  come  upon  them,  camera  in 
hand,  as  total  strangers. 

There  are  few  animals  that  cannot  be  photographed,  as 
Mr.  York  and  Mr.  Dixon  have  shown  in  their  marvellous 
pictures  of  animals  taken  in  the  Zoological  Gardens ; but  it 
is  not  of  “ wild  beasts  ” that  I have  anything  to  say  here.  It 
is  the  domestic  animal  that  is  more  likely  to  engage  the  atten- 
tion of  those  for  whom  I write.  Infinite  care  and  patience 
are  required  to  photograph  animals  ; but  some  are  much  more 
difficult  than  others.  It  is  seldom,  for  instance,  that  a cat 
will  allow  herself  to  be  approached  by  a stranger  on  photo_ 
graphic  thoughts  intent;  while  it  is  imagining  a vain  thing 
to  take  her  to  the  studio  or  other  strange  place  for  the  purpose 
of  having  her  portrait  taken.  Of  all  the  domestic  animals, 
the  cat  insists  most  on  having  an  “ At  Home  ” portrait.  The 
dog  is  different.  He  does  not  care  where  he  has  his  portrait 
taken  so  that  it  is  done  in  the  least  possible  time,  and  without 
much  fuss.  The  large  dogs,  as  a rule,  take  it  in  a lazy,  con- 
templative manner ; while  the  small  dogs — by  far  the  most 
difficult — seem  to  want  to  know  all  about  it,  and  are  not  easily 
controlled  or  kept  within  range  of  the  focus.  It  is  difficult  in 
writing  to  give  any  suggestions  about  the  management  of  any 
animals  “ under  the  lens ; ” but  you  may  take  it  as  a rule  that 
violent  noises  used  to  attract  the  attention  of  dogs  will  have  a 
contrary  effect  to  the  one  intended.  A quiet  little  noise  with 
the  mouth,  scratching  a paper,  or  gentle  rapping  out  of  sight, 
will  almost  always  make  a dog  look  up ; indeed,  it  is  scarcely 
too  much  to  say  that  expression  may  be  controlled  by  these  or 
similar  means ; while  everybody  knows  the  exciting  influence 
of  the  word  “rats”  on  dogs  of  the  terrier  kind.  But  this 
should  always  be  kept  as  a last  resource,  for  no  well-educated 
terrier  can  sit  still  for  long,  however  obedient  he  may  be,  when 
he  hears  the  word  “ rats  ” whispered  even  in  the  gentlest  tone. 
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A panting  dog  is  always  a nuisance  to  the  photographer.  This 
difficulty  may  sometimes  be  removed  by  a drink ; but  the 
water  should  be  given  just  before  the  exposure  is  to  take  place, 
for  the  effect  soon  wears  off.  It  may  be  partly  checked  by 
keeping  the  dog  from  running  about  for  some  time  before  the 
operation.  Very  much  more  characteristic  pictures  of  dogs 
ought  to  be  got  now  we  can  take  snap  shots  at  them  than  in 
the  olden  times. 

Of  all  animals  taken  to  the  photographer  the  horse  is  the 
most  frequent.  Everybody  who  owns  a horse  thinks  it  the 
best  horse  of  the  kind  ever  invented,  and  wants  its  portrait. 
It  is  fortunate  that  he  is  a good  sitter.  The  photographer  has 
nothing  to  do  but  to  see  that  the  position  is  easy — for  even 
horses  can  pose — and  that  the  expression  is  bright.  A.  horse 
cannot  smile,  but  he  can  do  a good  deal  in  the  way  of  expres- 
sion with  his  ears  and  the  pose  of  the  head.  The  one  thing  to 
look  out  for  is,  if  possible,  to  get  the  four  legs  to  show.  It 
often  happens  that  the  two  near  legs  hide  the  other  two,  and 
the  horse  looks  as  if  he  were  standing  on  two  pegs.  A horse 
standing  so  is  exceedingly  ugly;  but  there  is  a fashion  even 
in  the  way  horses  stand,  and  I lately  refused  to  photograph  a 
lady  on  horseback  because  her  groom  insisted  that  the  horse 
should  stand  with  the  legs  level,  and  stuck  out  at  both  ends 
of  the  animal  in  the  fashionable  way. 

Horses  are  easily  kept  still.  They  will  prick  up  their  ears 
and  listen  to  a noise — either  the  shaking  of  a newspaper  or  a 
whistle — for  almost  any  length  of  exposure.  There  are  some 
fidgety  horses  that  nothing  will  keep  quiet,  but,  fortunately, 
they  are  not  numerous.  Many  will  champ  the  bit  unceasingly; 
but  this  can  sometimes  be  prevented  by  loosening  the  curb. 
The  real  worry  comes  from  the  incessant  whisking  of  the  tail 
in  hot  weather,  when  flies  are  troublesome.  The  only  way  to 
get  over  this  is  to  take  the  horse  on  a cool  and  cloudy  day.  If 
a portrait  of  the  horse  is  required,  it  is  much  better  to  do  it 
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out  of  the  sun.  The  violent  light  and  shade  of  sunshine  is 
apt  to  spoil  the  likeness. 

With  the  painter,  cattle-pieces  have  always  been  favourites. 
The  names  of  Cuyp,  Paul  Potter,  Ward,  and  Cooper  recall 
triumphs  in  cattle-painting  in  generations  that  are  past  or 
passing;  while  the  modern  school,  so  different  from  its  pre- 
decessors as  to  be  almost  a new  art,  has  its  constant  admirers. 
But  by  whatever  school  they  are  produced,  pictures  containing 
cattle  and  sheep  will  always  find  favour  with  the  country- 
loving  English  people.  Now  I do  not  know  that  photographers 
have  yet  offered  to  the  public  anything  very  admirable  in  the 
way  of  cattle-pieces.  If  they  have  been  produced,  they  have 
certainly  not  appeared  in  our  exhibitions.  Mr.  Berkeley  has 
shown  us  in  one  little  gem,  which  he  called  “ Noon,”  a perfect 
group  of  cattle  in  a stream ; Mr.  Gale  has  turned  agricultural 
horses  to  good  pictorial  account,  and  a few  sheep  are  found 
occasionally  in  landscapes ; but  the  great  cattle  photographer 
has  not  yet  arisen.  Capital  pictures  could  be  obtained  : the 
things  required  being  opportunity,  patience,  and  skill.  The 
photographer  who  wants  to  succeed  must  make  his  opportunities, 
and  he  possesses  the  two  other  qualifications,  or  he  is  not  in 
a state  to  gain  much  advantage  from  reading  this  book.  A 
fortnight’s  residence  at  a farmhouse  ought  to  put  many  fine 
subjects  in  the  student’s  way.  Milking- time  is  always  a good 
subject,  one  that  comes  ever  fresh,  however  treated.  “ Feed- 
ing ” is  a theme  that  always  supplies  food  for  the  artist. 
Feeding  cattle — feeding  pigs — feeding  sheep  (a  splendid  snow 
subject)  feeding  chickens — feeding  pigeons,  ducks,  and  geese ; 
there  is  no  end  to  the  opportunities  these  operations  afford. 

In  taking  such  photographs  of  animals  as  are  here  suggested, 
don’t  forget  that  your  object  is  not  so  much  to  get  a portrait 
of  a difficult  subject,  as  to  make  a picture.  There  are  some 
who  think  that  if  they  succeed  in  getting  the  beast  still,  they 
have  done  all  that  is  proposed ; but  this  is  only  a very  minor 
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detail — there  is  composition,  light  and  shade,  and  all  that  goes 
to  make  a picture,  to  be  considered.  A group  of  sheep  in  a 
level  meadow  lighted  flatly  from  the  front,  would  be  worthless 
as  a picture;  while  the  same  sheep  viewed  from  the  other 
side,  with  the  light  just  edging  their  backs,  might  be  very 
picturesque.  Sheep  are  easily  managed,  and  very  useful  in 
a landscape.  If  a group  are  lying  in  a row,  or  in  positions 
that  do  not  “ compose,”  walking  a few  steps  towards  them  will 
induce  a few  to  rise  and  look  about,  giving  the  photographer 


“ IS  IT  A DOG?  ” 

the  effect  he  wants.  If  they  are  inclined  to  straggle  and 
escape,  a judicious  assistant,  by  quietly  walking  round  them, 
can  easily  induce  the  group  to  remain,  while  the  imitation  of 
the  bark  of  a dog,  or  a whistle,  will  quickly  produce  life  and 
expression  without  frightening  them  away.  The  illustration, 
“ Is  it  a Dog  ? **  was  taken  in  this  way.  Cows,  when  in 
the  open,  are  rather  more  difficult  to  manage.  They  are 
given  to  bolting ; but  are  not  entirely  unmanageable.  But 
whether  easy  to  get  at  or  difficult,  refrain  from  exposing  the 
plate  if  the  “ effect  ” is  not  good — the  world  is  already  flooded 
with  indifferent  photographs. 


CHAPTER  XVI. 


OLD  CLO’. 

np  HE  student  should  never  omit  to  pick  up  quaint  and 
picturesque  bits  of  costume  whenever  he  has  the  oppor- 
tunity of  doing  so.  Aladdin’s  enemy,  the  African  magician, 
offered  new  lamps  in  exchange  for  old ; the  modern  magician, 
who  evolves  pictures  by  another  kind  of  magic,  may  do  worse 
than  follow  the  example  of  his  African  brother.  I am  some- 
times tempted  to  trade  in  the  same,  apparently,  insane 
manner,  and  give  a new  frock  in  barter  for  a weather-stained 
old  garment  not  intrinsically  worth  tenpence.  It  is  curiously 
difficult  to  meet  with  anything  strikingly  picturesque  and 
suitable  in  the  way  of  costume,  and  still  more  difficult  to 
secure  it.  The  wearers  at  first  think  you  are  making  fun 
of  them,  and  end  by  thinking  there  is  something  more  in  it 
than  meets  the  eye,  and  that  they  ought  to  have  made  a better 
bargain.  It  took  an  artist  friend  of  mine  some  hours  and 
a long  journey  to  buy  a navvy’s  waistcoat.  The  garment  is 
a perfect  treasure  to  a painter,  but  not  of  so  much  use  to  a 
photographer,  for  its  virtue  lies  in  colour.  It  was  originally 
a blue  velveteen,  but  had  become  worn  and  weather-stained 
into  a lovely  harmony  in  blue  and  green.  My  friend  was 
coming  on  a visit  to  me  at  Tunbridge  Wells,  and  saw  the 
possessor  of  the  wonderful  waistcoat  on  the  platform  at 
Charing  Cross  Station.  He  followed  him  into  a “ third-class 
smoking,”  got  into  conversation,  plied  him  with  tobacco,  and 
after  a lot  of  diplomatic  talk,  offered  to  buy  the  coveted 
garment.  The  thing  was  not  worth  eighteenpence,  but  my 
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friend  offered  seven-and-six.  The  navvy  thought  he  had  met 
a fool  or  a millionaire,  or  perhaps  both  in  one,  and  refused  to 
sell  at  any  price.  Tunbridge  Wells  Station  was  reached,  and 
the  bargain  not  concluded.  The  painter  ought  to  have  got  out 
here,  but  the  waistcoat  was  too  tempting,  and  he  went  on  to  Hast- 
ings with  the  navvy,  where  he  at  last  managed  to  arrange  a deal. 

An  artist,  who  built  himself  a “ lordly  pleasure  house  ” in 
the  country,  gave  every  old  woman — and  young  one,  too — in 
the  parish  a red  cloak,  that  the  spots  of  bright  colour  should 
add  a charm  to  the  landscape.  Not  knowing  their  origin, 
I once  tried  to  buy  one  of  these  cloaks,  and  then  I learnt  the 
mystery  that  had  puzzled  as  well  as  pleased  me.  The  village 
was  not  entirely  inhabited  by  descendants  of  Red  Riding  Hood, 
neither  had  the  fashion  of  that  particular  cloak  descended  from 
generation  to  generation,  like  the  tall  Welsh  hat,  which 
descends  as  an  heir-loom  from  mother  to  daughter  in  the 
Principality.  It  was  a happy  thought : but  there  was  one 
defect — the  cloaks  were  all  alike  in  cut  and  colour ; there  was 
no  variety.  Now,  what  the  student  should  aim  at  in  the 
collection  of  a rustic  wardrobe  for  photographic  purposes  is 
not  only  picturesqueness,  but  variety.  It  is  more  difficult 
than  would  be  supposed  to  get  what  might  be  called,  prosai- 
cally, a “ change  of  clothes  ” for  your  models.  And  if  you 
have  collected  a great  variety,  you  have  a predilection  for 
certain  dresses  and  effects,  and  they  insist  upon  coming  in  like 
the  much-quoted  King  Charles’s  head  in  Mr.  Hick’s  “Memorial.” 
I am  painfully  conscious  that  I fail  in  this  way  as  much  as 
anybody.  There  is  a particular  way  of  arranging  one  of  the 
articles  of  rustic  dress  I so  often  adopt  that  my  artist-friends 
call  it  my  trademark.  I do  not  mean  to  point  out  what 
it  is  more  particularly,  for  I don’t  want  to  make  it  more 
conspicuous,  and  I am  sure  I shall  want  to  use  it  again. 

The  dresses  need  not  be  the  unsophisticated  bits  of  drapery 
they  appear  to  be  in  the  finished  picture.  There  is  no  reason 
in  the  world  why  a white  apron  or  handkerchief  should  be 
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absolutely  white  in  the  original,  when  they  would  give  nothing 
like  so  pleasing  an  effect,  and  photograph  much  worse  than 
if  they  had  been  dipped  in  a * weak  solution  of  coffee  or 
“ Judson.”  In  addition  to  dresses,  cloaks,  aprons,  handker- 
chiefs, and  the  like,  great  variety  of  effect  can  be  got  out  of 
hats  and  bonnets.  There  are  marvellously  picturesque  shapes 
in  straw  to  be  picked  up  for  a few  pence ; those  introduced  a few 
years  ago,  called,  I think,  Zulu  hats,  sold  at  about  twopence 
each,  added  a new  beauty  to  rustic  life.  But  it  is  the  sun-bonnet 
that  is  characteristic  of  the  country.  This  is  made  in  every 
variety  of  shape  and  colour.  Sometimes  a light  one  is  useful  to 
come  out  as  a light  spot  against  a dark  background ; sometimes 
a bit  of  dark  is  required  to  contrast  with  a brilliant  light. 

In  dressing  your  figures,  let  there  be  no  mistake ; your 
figures  must  be  so  like  the  real  thing  that  only  the  initiated 
shall  discover  the  difference.  Fancy  dresses  won’t  do.  Cory  don 
and  Phyllis  fresh  from  a costume  ball  may  be  very  well  as  _ 
china  ornaments,  or  on  the  stage,  but  they  would  be  out  of 
place  in  an  English  landscape.  Shepherds  and  shepherdesses 
with  pet  lamps  and  crooks,  and  aristocratic  milkmaids, 
belonged  to  a time  when  art  and  literature  were  in  their  most 
debased  and  artificial  state,  and  should  never  be  revived  except 
in  burlesque.  I am  the  more  particular  in  insisting  on  this 
because  I cannot  help  noticing  that  when  attempts  are  made 
to  make  the  kind  of  pictures  I have  been  writing  about, 
there  is  usually  a dressed-up  look  about  the  figures.  This  is 
not  the  fault  of  the  art,  but  of  the  artist. 

Besides  dresses,  and  all  that  belongs  to  dress,  a collection 
of  accessories  should  be  got  together,  such  as  baskets,  jugs, 
sticks,  hay-rakes,  and  the  numerous  little  things  that  are  to 
be  met  with  in  country  life  likely  to  give  a motive  for  a picture. 

If  sea-pictures  are  your  object,  it  is  always  well  to  have 
accessories,  such  as  shrimping-nets,  lobster-pots,  etc.,  of  your 
own ; you  are  then  independent,  and  it  is  not  always  possible 
to  borrow  just  at  the  time  you  most  want  them.  When  people 


ii  6 


PICTURE-MAKING  BY  PHOTOGRAPHY. 


are  busy  they  cannot  always,  however  willing,  lend  the  tools 
they  are  working  with.  If  you  go  into  a hayfield  to  make 
pictures,  weather,  wind,  light,  and  all  that  goes  to  make 
a picture,  may  be  right,  but  haymaking  while  the  sun  shines 
is  a thing  about  which,  proverbially,  it  is  dangerous  to  have 
any  delay,  and  the  haymakers  may  be  too  busy  to  attend 
to  you  or  lend  you  their  implements ; if  you  take  your  own 
models  and- everything  they  require,  you  will  be  able  to  give 
time  to  your  pictures,  and  may  expect  good  results. 

There  is  another  aspect  of  the  costume  question  which  may 
be  referred  to  here.  Scenes  and  incidents  of  country  life  seem 
to  be  better  adapted  to  the  requirements  of  the  photographer 
than  any  other  kind  of  subject,  especially  if  he  should  intend 
to  make  a point  of  his  ligures.  There  are,  however,  subjects 
sometimes  attempted  that  seem  quite  unsuitable  to  the  art. 
We  are  bound  to  recognize  ordinary  facts,  and  should  keep 
within  the  possible.  An  anachronism  should  never  be  allowed. 
The  photographer  should  accept  the  limitations  to  which  his 
art  confines  him,  and  only  represent  those  scenes  and  subjects 
which  could  exist  in  the  nature  of  his  own  day.  To  dress 
a figure  in  the  costume  of  past  times,  and  to  call  the  photo- 
graph of  it  by  the  name  of  some  historical  person,  is  to  commit 
an  anachronism.  In  painting  it  is  different.  Although  the 
painter  uses  a model,  he  does  not  give  you,  or  pretend  to  give 
you,  an  exact  portrait  of  his  model.  You  do  not  think  of  how 
it  is  done  when  you  look  at  the  painting,  but  you  can  scarcely 
escape  the  feeling  that  a photograph  is  the  absolute  repro- 
duction of  some  scene  or  person  that  has  appeared  before  the 
camera.  I have  seen  a photograph,  for  instance,  entitled 
“ Sir  Roger  de  Coverley.”  We  all  know  that  it  is  not  the 
Sir  Roger  of  the  Spectator , but  a portrait  of  Mr.  Blank  dressed 
more  or  less  like  the  real  old  country  gentleman.  There  would 
have  been  no  objection  to  calling  this  picture  “ Mr.  Blank  as 
Sir  Roger  de  Coverley.”  In  the  early  part  of  my  photographic 


OLD  CLO\ 


II 7 


Career,  I was  as  much  a sinner  in  this  way  as  anybody.  I 
didn’t  know  better.  I did  not  hesitate  to  call  my  little  efforts 
by  the  names  of  people  who  had  died  a thousand  years  before 
photography  was  thought  of,  or  who  never  had  any  existence 
at  all.  Ophelia,  Elaine,  Mariana,  the  Lady  of  Shallott — these 
were  some  of  the  names  I profaned.  I soon  found  out  my 
mistake.  I am  not  one  of  those  who  pretend  not  to  read  or 
take  heed  of  criticisms,  and  have  often  felt  obliged  to  the 
critics  for  many  a hint.  The  following  from  a notice  of 
the  Exhibition,  1859,  in  a morning  paper,  is  what  opened  my 
eyes  on  the  subject.  It  is  curious  to  read,  after  so  many  years, 
that  my  first  success  was  as  popular  as  a nigger  melody — 
although  not  a dozen  copies  were  sold,  and  it  only  appeared 
at  two  London  Exhibitions. 

“ We  do  not  say  that  a great  many  new  photographs  have  not  been 
collected,  but  simply  that  there  are  far  too  many  old  ones.  Why,  for 
instance,  are  we  to  be  followed  everywhere  by  the  eternal  ‘ Fading 
Away,’  which  is  fast  becoming  as  great  a torment  as  a popular  nigger 
melody,  or  any  other  fashionable  street  tune  ? If  Mr.  Eobinson  wished 
to  give  the  public  some  specimens  of  his  supposed  skill  in  treating 
dramatic  and  poetie  subjects,  surely  he  could  have  thought  of  some 
novel  scenes.  We  are  not  sure  that  Mr.  Eobinson’s  figure  of  ‘ Mariana  ’ 
is  not  new,  but  we  are  quite  certain  that  it  will  not  suggest  to  any  one 
the  ‘Mariana’  of  Tennyson.  It  is  simply  the  portrait  of  a young  lady 
trying  to  look  like  ‘ Mariana,’  and  not  succeeding.  Choloponin,  a Eussian 
photographer,  has  sent,  among  other  things,  a figure  of  ‘ Mdlle.  Orecchia 
as  Leonora,’  in  the  ‘ Trovatore,’  which  is  satisfactory  in  all  respects.  If 
Mr.  Eobinson  had  been  the  producer  of  this  photograph,  he  would,  in 
accordance  with  his  system,  have  entitled  it  simply  ‘ Leonora.’  ” 

I accepted  the  critic’s  hint  at  once,  and  have  never  since 
given  any  of  my  figures  the  names  of  historical  personages. 
But  the  particular  is  not  the  general,  and  I see  no  objection 
to  the  use  of  well-known  names,  such  as  Clarissa  or  Bosalind, 
for  a picture,  so  that  it  is  not  intended  that  the  picture  should 
represent  any  particular  persons,  such,  for  instance,  as  the 
Clarissa  of  Richardson,  or  the  Rosalind  of  Shakespeare. 


CHAPTEK  XVII, 


PORTRAITURE  WITHOUT  A STUDIO, 


PEVIOUS  to  the  advent  of  gelatine  emulsion  plates — 


the  marvellous  rapidity  of  which  enables  the  photo- 
grapher to  succeed  easily  with  subjects  and  under  circum- 
stances hitherto  deemed  impossible — “ portraiture  without  a 
studio  ” would  simply  mean  taking  portraits  out  of  doors,  with 
all  the  manifest  inconveniences  and  discomforts  such  conditions 
imply ; but  now  that  more  rapid  plates  have  rendered  brilliant 
illumination  unnecessary,  portraits  can  be  easily  taken  in  a 
room,  the  only  light  required  being  that  of  an  ordinary 
window.  Nor  need  the  results  be  in  any  way  inferior  to  those 
taken  in  the  best  appointed  studio — indeed,  I have  seen  por- 
traits and  groups  taken  in  a room  that  were  superior  to  much 
of  what  is  called  “ the  best  work  ; ” one  of  the  reasons  for  this 
superiority  being,  perhaps,  that  they  were  less  conventional 
than  the  usual  studio  pictures. 

There  is  another  reason  why  satisfactory  results  can  be 
obtained  in  an  ordinary  room — there  has  been  a great  improve- 
ment in  taste  of  late  years.  A greater  variety  of  lighting 
is  now  allowable  than  in  the  early  days  of  photography,  when 
the  head  was  expected  to  be  nearly  evenly  lighted,  enough 
shade  only  being  admissible  to  give  relief  and  roundness ; and 
a flat,  plain  background  was  imperative.  It  used  to  be  an 
axiom  with  some  photographers  that  if  there  was  a spot  of 
high  light  on  the  forehead  and  down  the  nose  the  lighting 
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was  right,  and  every  other  quality  was  sacrificed  to  this 
curious  notion.  Now,  anything  is  permitted,  and,  if  well  done, 
admired,  however  it  is  lighted,  whether  the  face  is  full  of 
delicate  gradations,  or  nearly  black,  as  in  some  exaggerated 
so-called  Rembrandt  effects.  Let  us  now  consider  the  various 
kinds  of  effects  that  can  be  produced  in  this  manner. 

Perhaps  the  easiest  kind  of  portrait  to  take  by  the  light 
of  an  ordinary  window  is  that  in  which  the  head  and  shoulders 
only  appear.  It  frequently  happens  that  sufficient  space 
cannot  be  obtained  to  enable  the  camera  to  be  placed  far 
enough  from  the  sitter  to  include  a full-length  or  three-quarter 
figure;  a head,  then,  is  all  that  is  possible.  The  best  kind 
of  room  for  our  purpose  is  one  with  a large  window  on  one 
side,  and  a smaller  one  at  right  angles  with  it.  In  a room 
of  this  kind  it  is  almost  impossible  to  light  the  head  ineffec- 
tively. The  sitter  should  be  placed  near  the  large  window, 
and  the  blind  of  the  small  one  should  be  so  arranged  as  to 
admit  sufficient  light  to  soften  the  shadows.  It  will  be  found 
that  almost  any  modification  of  light  and  shade  can  be  obtained 
by  this  arrangement.  When  the  use  of  a second  window  is 
not  to  be  had,  the  shadowed  side  of  the  face  may  be  much 
softened  by  the  aid  of  reflectors ; an  efficient  and  easily- 
managed  reflector  may  be  improvised  with  a clothes-horse  and 
a sheet,  or  with  a screen  covered  with  white  cloths  or  paper. 
Another  method  of  getting  a delicately  lighted  head  without 
the  use  of  reflectors  would  be  to  place  the  sitter  in  a room 
at  a distance  of  ten  or  twelve  feet  from  the  source  of  light, 
and  place  the  camera  near  the  window,  looking  across  the 
room  diagonally  at  the  subject. 

Bold  and  startling  effects  of  light  and  shade  are  perhaps 
more  easily  to  be  obtained  in  a room  than  in  a studio,  and 
often  suggest  themselves.  Rembrandt  effects,  and  all  kinds 
of  shadow  pictures,  are  not  only  possible,  but  can  be  produced 
with  very  little  trouble,  care  being  taken  in  turning  the  lens — 
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as  will  be  necessary  for  shadow  portraits — towards  the  window, 
to  protect  it  as  much  as  possible  from  the  direct  rays  of  light, 
especially  when  very  sensitive  plates  are  employed;  it  must 
always  be  remembered  that  the  lens  acts  to  some  extent  as 
a window,  as  well  as  a condenser  and  refractor. 

When  the  room  is  large  enough  there  is  no  reason  why  very 
effective  groups  may  not  be  made.  A group  of  figures  sitting 
in  a room  at  their  various  occupations  would  be  much  more 
natural  and  pleasing  than  the  usual  pile  of  people,  which  seems 
to  be  nearly  the  only  way  in  which  photographers  can  arrange 
several  people  together.  I don’t  say  there  should  be  no 
arrangement ; I don’t  believe  in  anything  being  successful 
when  done  in  a haphazard  way ; but  there  is  more  scope  for 
natural  arrangement  in  a room  than  before  a six  or  eight-feet 
background.  Neither  with  gelatine  plates  should  there  be  the 
usual  difficulty  about  getting  all  the  figures  into  focus.  It  is 
not  at  all  necessary  to  use  a portrait  lens  of  wide  aperture 
for  the  sake  of  getting  all  the  light  possible.  It  will  be  found 
that  landscape  lenses,  or  such  a lens  as  the  rapid  rectilinear, 
will  afford  a sufficiently  short  exposure,  and  will  cover  the  plate 
without  confining  the  focus  to  one  plane. 

In  indoor  portraiture  it  will  be  often  found  that  the 
natural  background  will  be  the  best ; but  one  or  two  things 
should  be  avoided,  and  others  it  should  be  the  object  of  the 
photographer  to  obtain.  All  spotty  lights  and  patches  should 
be  avoided.  For  instance,  a framed  engraving  with  broad 
white  margin  would  have  a very  distracting  effect  if  it  came 
behind  the  head,  so  also  would  a white  marble  chimney-piece, 
or  a shelf  containing  porcelain ; but  if  any  of  these  could  be 
shaded  and  subdued  there  would  be  no  objection  to  them  ; 
variety  of  form  and  tone  in  the  background  give  a great  charm 
to  the  picture. 

Many  of  the  new  wall-papers  make  good  backgrounds,  but 
violent  patterns  should  be  avoided.  There  should  be  nothing 
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loud  in  composition  or  chiaroscuro.  A knowledge  of  art  has 
become  so  general  amongst  photographers  that  it  is  perhaps 
unnecessary  for  me  to  insist  so  strongly  on  these  things ; I will 
therefore  only  say  that  the  endeavour  should  be  to  avoid 
flatness,  and  to  produce  a variety  of  light  and  shade  behind 
the  head.  Nothing  has  a better  effect  or  gives  so  much  relief 
as  a background  that  comes  dark  behind  the  lighted  side  of 
the  head,  and  light  behind  the  shadowed  side.  An  effect  of 
this  kind  is  easily  produced  in  the  following  way. 

A simple  two-leaf  screen  is  placed  behind  the  sitter ; the 
light  from  the  window  falls  on  the  leaf  behind  the  shaded  side 
of  the  head,  leaving  the  other  leaf  in  dark  shadow.  This  is 
the  best  make-shift  arrangement  I know ; but  there  can  be 
no  doubt  that  a properly  painted  and  graduated  background  is 
better  than  any  other  contrivance  that  can  be  devised,  because 
it  enables  the  photographer  to  place  his  light  and  shade 
exactly  where  it  best  suits  his  endeavours  to  get  breadth  and 
pictorial  effect. 


CHAPTER  XVIII. 


INSTANTANEOUS  PHOTOGRAPHY  AND  THE  PERSISTENCE  OF 
VISION. 


IT  has  long  been  felt  by  artists  that  there  is  “ something 
wrong  about  instantaneous  photographs.”  Moving  objects 
do  not  appear  to  move ; the  sea  is  frozen ; the  express  train 
stands  still ; figures  of  men  and  animals  seem  to  have  been 
caught  unawares  in  awkward  postures,  such  as  are  never  seen 
in  nature,  and  stiffened  in  their  tracks ; like  the  Sleeping 
Beauty — only  they  are  not  beautiful — they  are  fast  asleep. 
The  difference  in  effect  between  what  is  and  what  ought  to  be 
will  be  best  felt  on  comparing  a painting  of  the  waves  by  our 
greatest  marine  painter,  Henry  Moore,  A.R.A.,  with  a photo- 
graph of  the  sea  exposed  with  the  aid  of  one  of  the  remarkable 
pieces  of  mechanism  supplied  to  photographers  for  the  purpose 
of  annihilating  time.  Unfortunately  there  are  photographers 
to  whom  it  is  useless  to  talk  about  the  “ feeling  ” of  a picture. 
Everything  must  be  proved  scientifically,  therefore  I will  try 
to  bring  in  a bit  of  science  before  I conclude,  even  if  I have 
to  borrow  it. 

One  morning  in  November  I received  this  telegram  from  a 
Deal  boatman : — “ Blowing  whole  living  gale ; business 
expected.  Jack.”  I did  not  like  to  lose  the  chance  of  photo- 
graphing a wreck  and  started  off  at  once,  but  was  too  late. 
The  gale  had  blown  itself  out  more  quickly  than  was  expected, 
and  there  was  no  improvement  in  “ business  ” for  the  boat- 
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men ; there  were  no  wrecks  on  the  shore,  nor  vessels  in  diffi- 
culties on  the  Goodwin  Sands ; few  ships  in  the  Downs,  for  the 
wind  was  still  east,  and  it  is  the  west  wind  that  drives  vessels 
for  shelter ; no  visitors  in  the  town ; nothing  on  the  beach  and 
sea  but  boats  and  gulls.  I was  told  that  an  east  wind  had 
nine  lives,  and  that  things  might  mend ; and  Deal  has  a sort 
of  prescriptive  right  to  a good  proportion  of  the  wrecks  that 
occur  on  our  coasts.  “ Deal  has  been  very  unlucky  this  year,” 
said  my  boatman ; “ how  is  a poor  fellow  to  keep  his  wife  and 
family  if  there  are  no  wrecks  ? besides,  the  nasty  steam-tugs 
take  such  a lot  out  of  our  mouths;  steam  is  spoiling  the 
business.”  Still  nothing  on  the  bleak  shore  and  uninteresting^ 
sea  but  boats  and  boatmen  and  gulls. 

The  gulls  have  always  been  a fascinating  study  to  me. 
Photographers  of  pre-historic  times — say  twenty  years  ago — 
may  remember  a picture  I exhibited  of  seagulls,  and  what  a 
prolonged  and  sometimes  angry  controversy  there  was  on  the 
question,  “ How  is  it  done  ? ” That  dreary  question,  which 
takes  all  the  life  and  soul  (if  it  have  any)  out  of  a picture 
which  has  the  poor  ambition  of  being  a picture  and  not  a 
sample  of  a process.  Amateurs  ask  what  process,  and  especi- 
ally what  lens  and  shutter,  and  when  they  are  told  think  they 
know  all  about  the  picture  to  its  innermost  depths. 

It  is  high  time  we  left  off  labelling  our  pictures  with  the 
names  of  the  processes  by  which  they  are  done.  Exhibitions 
consist  principally  of  pictorial  results,  or  attempted  pictorial 
results,  produced  by  the  agency  of  photography,  and  that  they 
are  by  photography  should  be  sufficient  description.  If 
anybody  has  a new  process  to  show,  or,  as  is  more  usual,  some 
modification  of  an  old  one,  let  him  show  his  samples  and 
describe  them  ; they  are  the  other  side  of  the  matter. 

But  let  us  return  to  our  gulls. 

I remembered  a photograph — done  at  Southport,  I think — 
of  a large  flock  of  gulls,  taken  so  quickly  as  to  show  the  details 
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of  the  birds.  Many  of  these  gulls  did  not  seem  to  me  to  he 
true  representations  of  the  natural  gull  as  it  appeared  to  my 
eyes,  indeed,  no  truer  than  the  remarkable  instantaneous 
photographs  of  trotting  horses  and  other  animals  that  have 
been  shown  as  the  real  thing.  Some  of  the  gulls,  especially 
those  hovering  or  on  the  turn,  appeared  true  enough,  but 
there  was  one  particular  bird,  dying  at  right  angles  to  the 
spectator,  which  had  its  wings  hanging  down,  and  there  was 
no  show  of  any  part  of  the  wing  above.  At  Deal  I made 
careful  observations  of  gulls  dying  in  this  direction,  and  could 
not  detect  one  with  the  line  of  the  back  against  the  sky  quite 
clear  of  wing.  One  day  a crow  dew  past,  and  being  black, 
was  very  favourable  for  observation.  Any  one  seeing  that 
bird  for  the  drst  time,  without  knowledge  of  what  a bird  was, 
would  have  said  that  it  had  four  wings  instead  of  two  only. 
This  optical  illusion  is,  of  course,  easily  accounted  for  scientid- 
cally.  The  statement  of  the  cause  is  so  clearly  given  in  Lee’s 
“ Handbook  on  Light  ” that  1 cannot  do  better  than  quote  it : 

“ The  impression  which  light  makes  on  the  eye  is  not  obliterated 
instantaneously  ; it  continues  for  a short  time  after  the  cause  of  the  im- 
pression has  ceased  to  act.  Its  duration  is  found  to  vary  with  different 
eyes,  and  also  with  the  intensity  and  colour  of  the  light ; but,  in  all 
cases,  its  amount  is  a sensible  fraction  of  a second.  If,  therefore,  a 
series  of  distinct  impressions  be  made  upon  the  eye,  which  succeed  each 
other  with  sufficient  rapidity,  these  impressions  will  be  blended  together, 
and  will  produce  a continuous  sensation.  This  persistence  of  impression 
explains  the  following  familiar  facts  : The  glowing  end  of  a stick  which 
has  been  thrust  into  the  fire,  when  whirled  rapidly  round,  gives  the 
appearance  of  a continuous  circle  of  light.  A flash  of  lightning  is  seen 
for  a time  as  an  unbroken  track  of  fire  in  the  heavens.  A falling  star 
presents  a similar  appearance.  So,  also,  when  it  is  raining  heavy,  there 
appear  so  many  lines  of  water  falling  to  the  ground.” 

It,  therefore,  follows  that  a photograph  of  moving  objects, 
taken  in  less  than  the  fraction  of  a second,  during  which  im- 
pressions remain  on  the  retina,  may  represent  a scientific  fact, 
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but  is  not  true  to  nature  as  we  see  it,  for  it  represents  that 
which  the  eye  has  never  seen,  nor  ever  will  see.  Yet  ignorant 
writers  who  pretend  to  science  turn  to  these  misleading  photo- 
graphs, and  point  them  out  to  artists  as  proofs  that  what  they 
call  their  “ conventional  representations  ” are  all  wrong,  for- 
getting that  the  eye  of  the  camera  is  not  the  eye  of  man. 

It  will  be  only  necessary  to  carry  the  absurdity  a step 
further  and  photograph  a stationary  spark  and  call  it  a flash 
of  lightning.  If  we  could  make  the  process  and  shutters 
quick  enough  to  perform  the  feat  (and  the  inconceivable  is  not 
the  impossible,  as  some  people  think),  a flash  of  lightning 
would  be  so  represented,  for  a flash  occupies  the  time  which  it 
takes  an  electric  spark  to  travel  from  one  place  to  another, 
and  its  appearing  as  a zigzaging,  quivering  length  of  fire  is 
due  entirely  to  the  persistence  of  the  impression  on  the  retina 
of  the  eye. 

The  question  is,  Are  we  to  say  that  everything  which  is  not 
scientifically  true  is  fiction  ? It  is  not  true  that  the  flash  of 
lightning  is  a streak  of  fire,  yet  it  appears  to  be  so,  and  that 
should  be  quite  sufficient  for  artistic  purposes,  and  to  represent 
it  as  we  do  not  see  it  would  be  artistic  falsehood.  Minds  of 
the  imperfectly  cultivated  sort  take  delight  in  proving  others 
to  be  wrong,  and  paradoxes  commend  themselves  to  the  feeble- 
minded more  from  their  semblance  of  subtlety  and  depth  than 
for  ahy  other  reason.  Truth  really  is  not  their  real  objective. 
But  I do  not  wish  it  to  be  understood  that  very  quick  expo- 
sures should  not  sometimes  be  used ; there  are  many  subjects 
that  may  be  taken  in  much  less  than  the  tenth  of  a second,  or 
even  a hundredth,  without  violating  truth,  and  the  quickening 
of  the  sensitive  plate  was  one  of  the  greatest  boons  ever  con- 
ferred on  the  photographer.  It  is  the  abuse  of  the  process  of 
which  I complain,  and  especially  of  having  these  photographs, 
taken  under  conditions  which  represent  nature  as  we  never  see 
it  (very  interesting,  no  doubt,  from  a scientific  point  of  view), 
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held  up  as  models  of  truth,  and  as  convincing  evidence  that 
artists  of  all  ages  have  been  blind  and  knew  nothing  of  the 
nature  which  it  is  the  object  of  the  artist’s  life  to  study. 

Notwithstanding  what  I have  just  said  about  paradoxes,  I 
must  use  a sentence  which  looks  very  like  one.  It  is  this. 
The  nearest  road  to  truth  is  by  way  of  fiction.  It  is  acknow- 
ledged by  everybody  that  no  writer  ever  approached  so  near  to 
the  truths  of  nature  as  Shakespeare  did,  yet  nobody  can  accuse 
him  of  being  an  apostle  of  scientific  fact.  He  always  showed 
the  greatest  contempt  for  facts.  It  was  not  through  ignorance 
that  he  fired  cannon  in  Hamlet’s  time,  or  made  Cleopatra  play 
at  billiards. 


CHAPTER  XIX. 
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INCE  the  first  edition  of  this  book  was  published  an 


attempt  has  been  made  to  introduce  the  principles  of 
what  is  called  “ impressionist  ” or  “ naturalistic  ” painting 
into  photography,  and  to  put  into  practice  theories  which 
would  go  near  to  drive  all  distinctiveness  out  of  our  art. 

As  a writer  on  photography  as  an  art,  whose  teachings — I 
think  I may  accept  the  flattering  unction — have  been  accepted 
for  many  years,  it  seems  incumbent  on  me  to  say  a word  or 
two  on  the  new  heresy.  This  I shall  do  with  great  reluctance, 
for  it  has  always  been  my  theory  that  all  arts  should  be 
peaceful ; but  the  practice  seems  to  be  governed  by  something 
like  that  excellent  rule  of  art  which  provides  that  all  laws 
may  be  broken  when  there  is  sufficient  cause.  There  is  another 
reason  why  I do  not  care  to  be  too  hard  on  these  enthusiasts 
who  have  tried  to  turn  photography  into  a channel  in  which 
it  would  not  long  be  able  to  swim.  Good  fruit  sometimes 
comes  from  the  rankest  soil ; out  of  everything  good  may  be 
extracted;  and  out  of  “naturalistic  photography”  may  come 
a reaction  against  that  excessive  sharpness  of  focus,  which  is 
still  dear  to  the  amateur  and  professional  alike,  and  against 
which  photographers  who  practice  art  have  always  protested. 

As  naturalistic  photography  is  simply  a direct  imitation  of 
naturalistic  painting,  it  would  perhaps  be  as  well  to  begin 
with  a word  or  two  on  the  latter  subject. 

This  school  of  painters  originated  in  France,  in  imitation 
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afar  off  of  our  own  John  Constable.  They  scorn  all  the 
teachings  of  the  past,  and  profess  to  imitate  nature  closely; 
but  they  do  it  according  to  theories  of  their  own,  which  do 
not  commend  themselves  to  the  great  body  of  artists.  They 
declaim  against  conventional  rules,  but  set  up  a convention 
of  their  own. 

After  deciding  that  the  “ confines  of  conventional  rules  ” 
must  be  broken  down,  the  first  principle  of  their  art  seems  to 
be  that  nature  must  be  represented  as  the  scene  first  presents 
itself  to  the  eye — the  first  impression.  And  they  have 
peculiar  ideas  of  what  the  eye  really  does  see.  It  is  thus 
given  by  Mr.  Francis  Bate  in  his  book  on  the  subject  : 
‘ ‘ There  is  this  undeniable  truth  occupying  an  unassail- 
able position  in  the  art  of  picture-painting,  viz.,  that  the 
interest  of  different  objects  is  relative,  just  as  their  tone  is 
shown  to  be  relative ; that  the  detail  is  to  be  most  fully 
realized  in  those  objects  which  are  nearest  to  the  centre  of 
vision  of  the  picture,  and  nearest  to  the  spectator  at  the  same 
time.  This  is  no  conventional  recipe,  but  a natural  law 
governed  by,  and  explained  in,  the  science  of  optics.  It  is 
upon  this  law  that  our  impressions  of  nature  are  greatly 
dependent.  Wherever  and  in  whatever  direction  we  may  look, 
our  vision  centres  itself  in  one  point,  called  the  centre  of 
vision.  Some  objects  near  and  around  the  centre  of  vision 
we  may  see  very  distinctly ; others,  not  so  near,  are  seen 
less  distinctly ; others,  again,  still  further  from  the  centre  of 
vision,  are  seen  very  indistinctly,  until  outside  the  circumfer- 
ence of  the  base  of  the  cone  of  visual  rays  all  things  are 
blurred  quickly,  and  we  see  nothing.  In  one  glance,  un- 
varying in  direction,  we  have  one  centre  of  vision  in  our 
impression  of  nature.” 

The  difficulty  is,  that  this  is  not  an  “ undeniable  truth,” 
but  is  explained  quite  the  other  way  by  the  science  of  optics 
The  fallacy  consists  in  the  fact  that  the  eye  is  not  a fixed 
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instrument;  and  if  the  picture  is  to  represent  more  than  a 
very  momentary  first  impression  indeed,  as  pictures  always  do 
if  the  eye  be  given  time  to  see,  a great  deal  more  will  be  seen 
than  the  centre  of  vision.  This  keystone  removed,  away  goes 
the  whole  structure.  On  the  other  side,  it  is  held  that  art 
must  represent  what  the  eye  does  or  could  see,  and  recognizes 
that  it  changes  its  focus  so  as  to  adapt  itself  to  every  plane 
so  instantaneously  that  wTe  practically  see  the  whole  of  a 
scene  in  focus  at  the  same  time. 

The  beauty  of  the  pictures,  or,  as  they  would  be  more 
properly  called,  sketches,  of  this  school — and  they  are  sometimes 
beautiful  as  far  as  they  go — entirely  depends  on  three  things  : 
colour,  cleverness  of  handling  or  touch,  and  a due  appreciation 
of  what  are  called  “ values,’’  or,  in  other  words,  the  proper 
relation  of  tones.  u Tonality  ” is  the  affected  term  now  often 
employed.  Every  other  quality  that  goes  to  the  making  of 
a picture  is  ostentatiously  neglected.  The  followers  of  this 
school  prefer  the  medium  of  expression  to  the  idea  expressed. 
The  subject  to  be  represented  is  of  very  little  consequence ; 
anything  will  do,  from  a pigstye  to  a palace,  a ballet  girl  or  the 
most  vulgar  music-hall  scene,  so  that  it  has  colour,  and  affords 
them  an  opportunity  of  playing  with  paint  for  the  sake  of 
playing.  Painting  with  them  is  all  the  better  for  being 
nothing  but  painting  ; the  best  picture  is  that  which  says  the 
least,  and  is  only  to  be  regarded  as  paint  and  nothing  more. 
This  style  is  now  popular  in  other  arts.  As  a writer  in  the 
Magazine  of  Art  has  observed,  “To  make  music  without 
melody,  to  write  verses  without  meaning,  to  paint  pictures 
which  are  only  delightful  as  combinations  of  paint — as  a 
Persian  rug  is  delightful — these  have  been  discovered  to  be 
the  true  ends  of  art.”  It  is  “ a period  which  atones  for  lack 
of  thought  by  so-called  perfection  of  workmanship.  The  idea 
is  less  than  nothing;  the  expression  is  more  than  everything.” 
All  the  rules  of  art  which  have  been  observed  by  the  greatest 
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artists  of  all  ages  are  looked  upon  as  worse  than  foolishness. 
Finish  is  treated  with  contempt.  These  painters  have  the 
good  sense  never  to  paint  without  having  nature  before  them ; 
but  how  they  can  keep  their. eye  fixed  so  as  to  see  “ the  centre 
of  vision  ” only  in  focus  they  have  never  explained.  Although 
they  have  nature  before  them,  if  they  follow  their  principles 
strictly  they  do  not  paint  what  they  see ; for  if  they  look  only 
at  the  centre  of  vision,  which  with  them  is  the  principal  object 
to  be  represented,  that  part  only  will  be  in  focus,  and  the 
rest  of  the  subject  would  be  only  so  little  felt  by  the  eyes 
that  they  would  not  see  it  sufficiently  to  give  any  adequate 
idea  of  its  form  and  colour,  even  in  a subordinate  degree,  as 
they  pretend  to  do.  If  they  moved  the  eyes  so  as  to  get  some 
knowledge  of  the  forms  of  the  subordinate  parts,  the  part  they 
turned  their  eyes  to  would  be  in  focus,  and  the  chief  object 
would  be  indistinct  and  blurred.  For  fear  nature  should  be 
too  much  for  them,  they  never  look  at  it  direct ; they  paint 
not  what  they  see  with  their  eyes,  but  what  they  see  through 
their  eyelashes.  Because  nature  is  too  bright,  they  lower  her 
tone  and  only  paint  sombre,  repressed,  and  foggy  subjects ; or, 
on  the  other  hand,  some  of  the  painters  of  the  school  hit  your 
eye  with  a kaleidoscope  of  “ harmonies  ” produced  by  means 
of  primary  colours  in  a crude  state.  Anything,  in  short,  so 
that  it  is  eccentric  and  not  like  the  works  of  the  effete  old 
painters  who  do  not  believe  in  them.  The  chief  object  to  be 
attained  seems  to  be  eccentricity,  for  the  eccentric  have  always 
a following,  and  are  always  sure  of  a hearing  for  obvious 
reasons.  Some  few  for  their  very  genuine  talents,  and  the 
great  majority  for  the  amusement  they  afford. 

There  are  some  artists  claimed  by  the  naturalistics  who 
appear  to  have  very  little  in  common  with  them  and  are 
never  eccentric,  whose  works  would  be  a credit  to  any  school. 
Among  those  claimed  are  such  fine  painters  as  Stanhope 
Forbes,  H.  S.  Tuke,  J.  J.  Shannon,  Bramley,  Aumonier,  and 
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others  who  study  nature  earnestly,  but  do  not  stop  at  that, 
or  travesty  nature,  as  the  eccentrics  do,  but  turn  their  studies 
to  their  right  use  and  paint  pictures, — pictures  with  subjects; 
pictures  painted  because  the  artist  had  something  to  say,  A 
thought  to  embody,  or  a story  to  tell.  Among  sculptors, 
A.  Gilbert  and  Onslow  Ford  are  claimed  by  Dr.  Emerson,  but 
without  any  reason  except  to  strengthen  his  cause,  for  there 
is  nothing  eccentric  or  out  of  focus  about  their  works.  So  far 
from  objecting  to  these  great  painters. and  sculptors,  I see  no 
resemblance  between  their  work  and  that  of  the  eccentrics,  or 
those  who  paint  without  having  anything  to  say,  and  go  so 
far  as  to  think  that  any  advance  in  the  art  of  England  will 
come  in  a great  measure  through  them. 

The  word  naturalistic  must  have  been  adopted  on  the  lusus 
a non  lucendo  principle,  for  the  results  are  always  a long  way 
from  natural,  and  certainly  a long  way  from  giving  the  joy 
of  nature  as  seen  on  a fine  day ; for  when  they  are  not  lurid 
with  prismatic  colours,  nature  is  represented  with — 

“ A misery  perched 

I ’ tli'  melancholy  corners  of  her  mouth," 

and  of  a sad  colour,  which  its  votaries  call  “ tonality/’  and 
sigh  over,  and  take  in  it  a melancholy  aesthetic  pleasure. 

As  in  most  things  that  depend  on  cleverness  and  “go,”  not 
one  painter  in  a dozen  succeeds  in  this  admittedly  difficult 
form  of  art,  and  to  miss  success  is  to  utterly  fail.  Some  of  the 
works  of  their  best  men  have  been  called  “preposterously 
clever — far  too  clever,  in  fact,  for  decent  works  of  art.”  They 
are  full  of  tricks  and  chic,  which,  however,  cannot  be  imitated  in 
photography.  As  far  as  it  goes,  as  a triumph  over  technical 
difficulties,  and  as  a display  of  cleverness  and  talent — which, 
however,  is  very  distinct  from  genius — I admire  some  of  these 
modern  manifestations  of  eccentric  art ; but  they  have  nothing 
about  them  in  common  with  photography,  and  are  as  utterly 
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distinct  from  what  should  be  the  legitimate  outcome  of  an  art — 
distinctly  one  of  definition — as  any  two  means  of  art  could  be 
which  have  the  same  end — the  representation  of  nature — for 
their  object.  Naturalistic  paintings  depend  on  colour  and 
handling,  represent  only  one  or  two  of  the  minor  facts  of 
nature,  and  are  without  finish  and  what  is  ordinarily  under- 
stood as  composition.  On  the  other  hand,  photographs  have  no 
colour  or  handling,  and  depend,  to  a great  extent,  on  a minute 
rendering  of  detail,  and — if  the  photograph  is  to  rise  above  the 
commonplace — to  selection  and  composition.  Yet  photo- 
graphers are  now  asked,  nay,  commanded  to  and  ridiculed  into, 
giving  up  all  the  time-honoured  traditions  of  art  and  to  follow 
the  new  will-o’-the-wisp  at  the  biding  of  Dr.  Emerson  whose 
book  on  “ Naturalistic  Photography”  has  lately  appeared,  and, 
to  their  great  good  sense,  almost  universally  condemned  by 
photographers  and  the  photographic  press. 

This  book,  whatever  may  be  its  merits — and  it  has  the  merit 
of  force  and  outspokenness — is  very  deficient  in  the  quality  the 
author  insists  upon  in  pictures — “tonality.”  If  strong  words 
in  a book  may  be  taken  to  represent  high  lights  in  a picture, 
we  shall  find  the  lights  are  scattered  and  produce  a sad  want 
of  harmony.  It  is  not  easy  to  gather  together  the  principles 
of  the  school  from  a book  written  in  the  tone  at  which  I have 
hinted ; the  work  also,  it  must  be  confessed,  from  a literary 
point  of  view,  is  considerably  out  of  focus,  and  wanting  in 
definition  and  composition  ; this  is  done  probably  on  principle, 
and  is  perhaps  a subtle  point  in  the  naturalistic’s  curious  art. 

But  it  is  not  the  style  of  the  book  (which,  perhaps,  only 
concerns  the  author)  with  which  we  are  concerned,  but  the 
principles  it  endeavours  to  inculcate,  and  the  method  of  carry- 
ing them  out  it  teaches,  with  which  we  have  to  do  here. 

One  of  the  chief  endeavours  of  the  naturalistic  painters 
has  been  to  prove  that  all  art,  with  some  few  exceptions,  has 
been  wrong  down  to  the  time  when  the  impressionists  began 
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their  work  of  regeneration.  In  this  they  are  followed  by 
Dr.  Emerson,  who  in  his  run  through  the  history  of  art  scarcely 
allows  “ Lancelot  brave  or  Galahad  pure.”  He  is  very  severe 
on  old  and  modern  masters  alike,  who  lived  and  worked  before 
the  present  time ; and  has  the  courage  to  say  that  it  would 
be  easy  to  bring  together  a collection  of  works  by  men  of  the 
present  day,  “ every  single  picture  of  which  might  easily  be 
superior  to  all  the  Raphaels  in  the  world  as  works  of  art.”  But 
he  rather  weakens  the  force  of  his  general  condemnation  by 
his  candid  admission  that  “ it  cannot  be  too  often  repeated 
that  artistic  criticism  is  nob  authoritative  unless  made  by  the 
masters  of  the  several  arts,”  so  that  after  this  confession  of 
their  unreliableness  we  need  not  concern  ourselves  much  further 
with  his  strictures  on  the  great  masters. 

In  his  theory  and  practice  of  photography,  Dr.  Emerson, 
as  I have  said,  imitates  that  of  the  Naturalistic  School  of 
Painters ; and  it  will  be  only  necessary  to  point  out  how  the 
application  of  the  principles  of  the  one  art  is  inconsistent 
with  the  principles  which  should  guide  the  practice  of  the 
other. 

In  imitating  the  impressionists,  Dr.  Emerson  has  to  give 
up  the  quality  for  which  photography  is  distinct  from  all 
other  means  of  art,  its  great  facility  for  giving  definition.  It 
is  recognized  by  all  artists  that  each  art  should  take  advantage 
of  those  features  which  are  peculiarly  distinctive  in  its 
practice ; oil  painting  has  richness,  transparency,  and  depth ; 
water  colours,  luminosity  and  clearness  ; photography  has 
something  of  all  these  qualities,  but  its  most  prominent  feature 
is  that  of  definition ; yet  Dr.  Emerson  would  have  us  give  up 
this  great  feature,  so  that  we  may  imitate  the  effects  of  a 
totally  different  method  of  artistic  expression.  Dr.  Emerson 
has  thought  fit  to  write  of  Mr.  Ruskin  as  a “ spasmodic 
elegant  of  literature,”  and  a “ splendidly  false  critic,”  therefore 
I cannot  expect  him  to  treat  any  word  of  the  author  of 
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“ Modern  Painters  ” with  respect ; but  the  rest  of  the  world 
still  recognize  in  Mr.  Buskin  the  greatest  writer  on  art  that 
ever  lived,  and  in  “ The  Two  Paths”  he  lays  it  down  as  one 
of  the  main  principles  of  all  work  “ that  whatever  the 
material  you  choose  to  work  with,  your  art  is  base  if  it  does 
not  bring  out  the  distinctive  qualities  of  that  material.”  And 
he  says  further  that  “ the  reason  of  this  law  is,  that  if  you 
don’t  want  the  qualities  of  the  substance  you  use,  you  ought 
to  use  some  other  substance : it  can  be  only  affectation,  and 
desire  to  display  your  skill,  that  lead  you  to  employ  a 
refractory  substance,  and  therefore  your  art  will  be  all  base.” 
Now  definition  is  the  distinctive  quality  of  photography,  and 
it  follows  that  according  to  the  dictum  of  our  greatest  writer 
on  art  naturalistic  photography  which  omits  definition  is 
base  art.  No  wonder  that  Dr.  Emerson  should  denounce 
Mr.  Buskin  as  a splendidly  false  critic  ! 

After  going  through  a great  quantity  of  scientific  informa- 
tion on  the  Phenomena  of  Sight — very  interesting  in  itself,  but 
which  does  not  seem  to  me  to  have  much  practical  bearing  on 
the  subject,  for  we  see  what  we  see,  and  don’t  want  to  be  told 
we  are  half  blind — he  says  : “ The  rule  in  focussing,  therefore, 
should  be,  focus  for  the  principal  object  of  the  picture,  but  all 
else  must  not  be  sharp  ; and  even  that  principal  object  must  not 
be  perfectly  sharp,  as  the  optical  lens  will  make  it.  It  will  be 
said,  but  in  nature  the  eye  wanders  up  and  down  the  land- 
scape, and  so  gathers  up  the  impressions,  and  all  the  landscape 
in  turn  appears  sharp.  But  a picture  is  not  1 all  the  land- 
scape,’ it  should  be  seen  at  a certain  distance — the  focal 
length  of  the  lens  used,  as  a rule,  and  the  observer,  to  look 
at  it  thoughtfully,  if  it  be  a picture,  will  settle  on  a principal 
object,  and  dw^ell  upon  it,  and  when  he  tires  of  this,  he  will 
want  to  gather  up ' suggestions  of  the  rest  of  the  picture.” 
There  is  a kind  of  plausibility  in  this  which  may  deceive  the 
unwary ; but  a few  experiments  will  convince  any  one  of  its 
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futility,  besides  the  impossibility  of  complying  with  the  con- 
dition that  all  photographs  should  be  viewed  at  a distance 
of  the  focal  length  of  the  lens  used.  The  normal  eye  does 
not  focus  nearer  than  within  five  inches  of  itself,  therefore  any 
photograph  taken  with  a lens  under  five  inches  focus,  according 
to  this  rule,  could  not  be  seen  properly. 

Naturalists  pretend  to  represent  what  they  see,  but  healthy 
human  eyes  never  saw  any  part  of  a scene  out  of  focus.  The 
moment  they  are  turned  from  the  object  on  which  they  were 
fixed  to  find  a part  out  of  focus,  that  part  instantly  becomes  in 
focus.  The  proof  of  this  simple  statement — and  any  pair  of 
eyes  can  prove  it  for  themselves — ought  to  bring  conviction  of 
the  unnaturalness  of  naturalism.  It  is  quite  true  that  the  planes 
in  nature  become  indistinct  as  they  recede.  This  is  not  because 
they  go  out  of  focus,  but  is  due  to  the  intervention  of  atmo- 
sphere. This  effect  can  be  represented  in  photography  without 
putting  the  lens  out  of  focus^which  is  a poor  artifice  for  the  re- 
presentation of  atmosphere.  Nature  may  have  been  all  wrong 
when  she  made  what  has  been  thought  the  most  delicate  and 
beautiful  organization  in  man;  but  we  know  what  the  eye 
is,  and  we  must  take  it  such  as  it  is,  and  everybody  who  has 
one  can  tell  how  much  he  can  see  by  simple  experiment,  and 
that  is  what  should  be  represented.  But  I must  guard  myself 
against  being  misunderstood.  What  the  physical  eye  sees  does 
not  mean  that  the  eye  cannot  be  trained  to  see  by  the  mind. 
It  has  been  said  that  the  eye  only  sees  about  five  per  cent,  of 
what  is  before  it,  this  is  true  in  a double  sense ; but  physically 
the  eye  only  sees  an  angle  of  five  degrees  at  one  time,  but 
changes  so  quickly  that  it  practically  sees  the  whole  of  a 
scene  at  once. 

It  is  true  there  must  be  devices  of  art  to  give  prominence 
to  parts;  to  give  the  principal  object' prominence;  all  this 
has  been  provided  for  by  the  old  rules  and  laws  of  composition 
and  light  and  shade,  which  Dr.  Emerson  maintains  are 
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“illogical,  unscientific,  and  inartistic,  and  has  not  a leg  to 
stand  on.”  Surely  a curious  denunciation  from  one  whose 
creed  it  is  that  art  must  not  represent  what  the  artist  cannot 
see,  and  who  photographs  out  of  focus  parts  which  are  not 
out  of  focus  to  the  natural,  healthy,  naked  eye  when  used  in 
the  usual  manner. 

This  necessity  for  putting  the  image  out  of  focus,  if  the 
picture  is  to  he  a work  of  art,  is  insisted  on  throughout  the 
photographic  part  of  the  hook  ; but  I will  not  weary  my  readers 
wfith  further  quotations.  It  is  a law,  or  rather  a principle  — 
for  impressionists  object  to  rule  and  law — that  if  a photograph 
is  in  clear  focus,  no  matter  how  beautiful  it  may  be  in  other 
respects,  it  is  not  a work  of  art.  Softness  might  be  combined 
with  sharpness,  as  in  the  works  of  Adam  Salomon ; a beautiful 
thought  may  be  expressed,  or  a lovely  landscape  represented 
with  all  the  additions  that  show  that  an  artist  had  executed 
the  photograph,  but  all  in  vain  if  the  fatal  focus  is  present. 

To  condemn  all  photographs — except  scientific  ones — that 
are  not  out  of  focus,  and  all  art  that  does  not  conform  to  the 
latest  fashion  in  naturalism,  is  about  as  reasonable  as  objecting 
to  Michael  Angelo  for  being  “ rather  an  anatomist  than  an 
artist,”  and  calling  his  works  “ careless  scientific  studies  and 
not  works  of  art,”  and  to  Raphael  for  his  “ sickly  senti- 
mentality, his  purile  composition,  his  poor  technique,  and  his 
lack  of  observation  of  nature,”  and  contemptuously  referring 
to  him  as  “a  religious  youth,  with  no  great  power  of  thought.” 
Surely  such  names  as  those  of  the  painters  of  the  “ Last 
Judgment”  and  the  “Transfiguration”  might  have  received 
more  respect  than  this  even  from  a writer  who  cannot  respect 
himself.  He  need  not  fear  that  the  humble  talent  of  the  twro 
great  artists  whose  names  have  been  received  wfith  something 
like  awe  for  more  than  three  centuries  would  have  come  into 
collision  with  the  genius  of  a modern  naturalistic  photographer. 

For  fear  Hr.  Emerson  should  think  I have  not  done  him 
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justice,  I must  quote  a few  words  with  which  I fully  agree. 
“ From  what  has  been  previously  said,  it  will  be  understood 
that  a picture  should  not  be  quite  sharply  focussed  in  any  part, 
for  then  it  becomes  false ; it  should  be  made  just  as  sharp  as 
the  eye  sees  it , and  no  sharper , for  it  must  be  remembered  the 
eye  does  not  see  things  as  sharply  as  the  photographic  lens.” 
The  italics  are  his  own,  and  those  words  so  distinguished  I 
perfectly  agree  with  ; so  does  every  photographer  who  has  had 
anything  to  do  with  art.  But  the  rest  of  the  sentence  is  too  in- 
definite ; for  it  must  depend  on  what  eyes  and  what  lens.  Some 
eyes  can  see  much  more  detail  than  others ; and  Dr.  Emerson 
does  not  seem  to  be  aware  that  some  lenses  give  much  sharper 
and  harder  images  than  others.  About  twenty-five  years  ago 
several  photographers,  of  whom  the  present  writer  was  one, 
who  were  devoted  to  the  practice  of  picture-making  by  photo- 
graphy, began  to  agitate  for  lenses  giving  a softer  image  and 
more  diffusion  of  focus.  They  fully  recognizing  that  the  lenses 
as  then  made,  giving  optically  perfect  focus,  gave  images 
sharper  in  one  plane  than  could  be  seen  with  the  eye,  and 
confusion  and  blurring  in  other  planes,  induced  the  late  J.  H. 
Dallmeyer  to  make  a lens  that  would  distribute  the  focus  and 
give  them  what  is  called  depth  of  focus.  This  lens  was  followed 
by  the  Bapid  Rectilinear  as  we  have  it  now.  It  has  been 
recognized,  then,  for  many  years  that  too  much  sharpness  and 
definition  was  possible,  but  the  naturalistics  better  the  in- 
struction and  advocate  the  rejection  of  focus  altogether,  or 
the  concentration  of  it  in  one  part  of  the  picture.  This  is 
going  too  far,  and  leads  to  the  production  of  “ blots  ” rather 
than  pictures  by  an  art  which  is  distinguished  beyond  all 
others  for  its  facilities  for  rendering  the  exquisite  detail  of 
nature. 

Now  what  would  happen  if  photographers  took  the  advise 
of  Dr.  Emerson,  and  followed  the  practice  of  the  Naturalistic 
School?  They  could  not  use  colour  or  show  their  skill  in 
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handing,  and  would  have  to  be  content  with  “ values.”  They 
would  have  to  give  up  all  the  rules  of  art  that  have  helped  in 
the  making  of  great  artists ; they  would  have  to  give  up  focus 
and  definition,  and  the  result  would  bring  us  to  something 
like  the  defects  of  the  old  portrait  lens,  that  is,  the  plane  on 
which  the  principal  object  is  situated  would  be  in  focus,  and 
other  planes,  both  in  the  foreground  and  distance,  would  be 
out  of  focus,  with  this  difference,  however,  the  central  plane 
would  not  be  so  sharp  as  that  given  by  the  portrait  lens. 
This  would  be  going  back  to  the  dark  ages  of  our  art  when 
anything  did  for  a subject,  when  the  wonderful  accuracy  and 
detail  of  the  photograph  to  the  inexperienced  eyes  of  the  time 
compensated  for  every  defect.  These  were  true  naturalistic 
photographs,  except  that  they  had  definition  in  them  “ march- 
ing ” with  the  naturalistic  painting  of  the  present  day,  as 
nearly  as  the  utterly  different  manipulations  of  two  different 
arts  can  make  them.  But  when  the  one  art  depends  on  three 
qualities — colour,  touch,  and  tone ; and  the  other  has  only 
command  of  one  of  these  qualities,  tone — it  necessarily  follows 
that  the  latter  will  become  poor  indeed.  This  will  never  do. 
I think  immensely  of  “ values,”  and  every  photographer  should 
study  tone  as  one  of  the  greatest  qualities ; but  if  he  is  to 
produce  a work  of  art,  he  must,  to  win  the  game,  hold  all  the 
honours,  and  make  all  the  tricks,  he  can.  He  cannot  afford 
to  give  up  the  rules  of  art,  and  must  have  some  respect  for 
light  and  shade.  Naturalistic  photography  may  have  a kind 
of  popularity  for  a time  as  “something  new,”  or  the  “latest 
fashion,”  but  it  can  have  no  permanent  success,  for  nothing 
but  true  art  is  successful  in  the  long  run.  It  is  in  the  nature 
of  fashion  to  change,  but  beauty  never  alters. 


CHAPTER  XX. 


STRONG  AND  WEAK  POINTS  OF  A PICTURE. 

HOWARD,  in  his  “ Sketcher’s  Manual,”  gives  a curious 
chapter  on  the  strong  and  weak  points  of  a picture.  I 
have  already  pointed  out  that  the  centre  is  the  weakest  part. 
The  following  notes  on  the  subject  may  interest  the  student, 
and  be  of  use  to  him  in  the  arrangement  of  his  compositions. 

“ The  feeble  points  are  those  which  are  at  an  equal  distance 
from  any  two  of  the  boundary  lines,  or  corners  of  the 
picture. 

“ The  strong  points  are  those  which  are  at  unequal  distances 
from  all  the  boundary  lines  and  corners. 

“ Any  point  that  appears  to  be  at  an  equal  distance  from  one 
corner  or  boundary  line,  whether  top,  bottom,  or  side,  and  from 
any  other  boundary  line,  or  corner,  is  feeble,  or  an  improper 
situation  for  the  subject  or  points  of  effect.  The  most  feeble 
are  those  situations  which  are  equidistant  from  the  top  and 
base  lines  ; or  from  the  two  sides. 

“ The  central  point  is  the  most  feeble  of  all,  and,  to  a certain 
extent,  they  increase  in  strength  or  value  as  they  diverge  from 
the  centre. 

“ But  it  is  not  every  situation  that  may  be  at  unequal 
distances  from  the  boundary  lines  and  corners,  which  is  a 
strong  point.  The  inequalities  in  distance  must  bear  a mathe- 
matical ratio  to  each  other,  and  one  and  two-thirds,  two  and 
three-fifths. 


140 


PICTURE-MAKING  BY  PHOTOGRAPHY. 


“ Those  points  will  be  the  strongest  or  best  adapted  for  the 
reception  of  the  subject,  which  are  distant  from  the  four 
boundary  lines,  and  the  four  corners  in  degrees  the  most 
varied,  yet  bearing  a mathematical  ratio  to  each  other,  as 
one-third  from  the  base,  two-fifths  from  one  side,  three-sevenths 
from  one  corner,  four  ninths  from  another,  and  so  on  in  every 
possible  relation  that  it  can  bear  between  the  opposite  corners, 
the  two  upper  corners,  or  the  two  lower,  or  the  upper  and 
lower,  or  the  upper  and  lower  of  the  same  side,  the  two  sides, 
or  the  top  and  base.” 

The  latter  part  of  this  is  rather  abstruse  and  confusing,  hut 
there  is  something  in  it.  The  object  is  to  avoid  uniformity, 
and  to  get  variety  of  composition.  The  late  Norman  Macbeth 
— an  authority  on  art,  who  took  an  active  interest  in  photo- 
graphy— in  an  excellent  paper  read  before  the  Edinburgh 
Photographic  Society,  gave  illustrations  based  on  the  above 
divisions,  which  will  be  in  the  recollection  of  the  readers  of 
the  photographic  journals,  and  I cannot  do  better  than  adopt 
his  remarks  on  the  divisions. 

“ After  deciding  on  the  breadth  of  picture — whatever  it 
be — find  the  square  of  it.  A diagonal  line  drawn  from  one 
corner  to  the  other  metes  out  the  size  of  the  length  of  picture. 
This  proportion  of  breadth  to  the  length  suits  almost  every 
subject  requiring  either  a vertical  or  a horizontal  form.  It  so 
happens  that  the  4 half -plate  ’ size  used  in  the  camera  is  as 
near  as  possible  of  the  relative  proportions. 

“ Now,  as  diversity  in  unity  is  one  of  the  essential  elements 
in  good  composition,  the  method  of  producing  this  lies  in 
certain  subdivisions  of  the  field  being  made  both  vertically  and 
horizontally;  every  intersection  or  crossing  of  the  lines  con- 
stitutes points,  which,  if  anything  were  constructed  on  them, 
would  prove  expressive. 

“ To  divide  the  field  into  two  equal  parts  both  ways,  the 
intersection  would  be  in  the  centre ; such  a point,  although 
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some  might  think  it  to  be  conspicuous,  is  nevertheless  not 
expressive,  inasmuch  as  it  is  too  finely  balanced  on  either  side. 
To  subdivide,  again,  the  two  sides  would  not  produce  good 
or  expressive  intersections,  for  it  would  tend  to  a too  equal 
balancing  of  parts. 

“ Now,  in  order  to  find  expressive  parts  of  a field,  in  place 
of  dividing  it  into  equal  numbers,  such  as  two,  four,  six,  or 
eight,  divide  it  into  unequal  or  odd  numbers,  such  as  three, 
five,  or  seven,  and  you  produce  points  at  each  intersection 
which  are  easily  composed,  and  always  expressive. 


“ Bear  in  mind  that  the  centre  of  the  field  is  the  weakest 
point  in  it.  To  put  an  object  there,  especially  in  a landscape, 
divides  the  subject,  and  raises  a conflict  of  interest  on  both 
sides;  so  much  so,  that  if  there  be  objects  of  interest  on  either 
side,  the  eye  is  tortured  and  distracted.  In  order  to  avoid 
this,  and  make  important  parts  of  a scene  or  figure  expressive, 
I view  them  through  a piece  of  glass— the  half-plate  size — 
divided  into  three  parts  each  way,  placing  the  intersections 
as  much  as  possible  over  those  parts  in  nature  which  are 
important.  The  same  lines  may  be  drawn  on  the  focussing 
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glass  when  it  is  of  the  proportions  I have  described.  This 
would  enable  the  photographer  to  place  the  intersections  on 
special  parts  of  a scene — such  as  a ruin,  a tree,  a river,  a boat, 
groups  of  cattle,  figures,  important  parts  of  architecture,  and 
interiors  generally.” 

No  two  corresponding  strong  points  should  be  used  in  the 
same  picture.  For  instance,  in  the  diagram,  the  strong  point 
A is  occupied  by  the  tree,  which  forms  a principal  object ; the 
corresponding  point,  B,  must  not  be  occupied  by  an  object  of 
the  same  weight,  but  0 may  be  occupied  by  a principal  object 
— in  this  case  a ruin,  which  balances  the  tree.  Further  sub- 
division of  the  diagram  would  produce  other  strong  points  at 
the  intersections,  the  position  of  the  figure  being  found  by  the 
intersection  of  the  bottom  corner. 

This  method  of  division,  for  the  purpose  of  finding  the  strong 
and  weak  points  of  a picture,  becomes  fanciful  when  carried 
out  to  its  extreme  limits ; but  if  the  broad  principle  is  borne  in 
mind,  it  will  save  the  student  from  admitting  formality  into 
his  composition,  and  help  him  to  get  variety. 


CHAPTER  XXL 


CONCLUSION 


X the  foregoing  chapters  I have  endeavoured  to  show  how 


pictorial  photographs  should  be  made,  and  how  it  is  possible 
to  carry  out  the  laws  of  art  even  with  the  stubborn  material 
that  usually  falls  to  the  lot  of  the  photographer.  I have 
urged  the  student  to  learn  the  rules  of  composition,  and  light 
and  shade,  that  they  may  help  him  to  arrange  his  subject 
when  arrangement  is  possible,  and  that  he  may  be  able  to 
see  and  properly  appreciate  a good  subject  when  one  comes 
before  him.  Above  all,  I should  like  the  student  to  attain 
to  that  sound  knowledge  which  does  so  much  towards  checking 
that  painful  hesitation  arising  from  not  knowing  what  is  good 
or  what  is  the  reverse,  still  so  general  with  photographers. 

There  are  many  who  think  that  if  they  devote  much  time 
and  thought  to  the  consideration  of  a subject,  they  will  arrive 
at  perfection,  unheeding  the  fact  that  it  is  not  the  amount, 
but  the  quality,  of  the  thought  that  will  benefit  the  picture 
upon  which  it  is  bestowed. 

Photography  offers  a wide  range  of  subjects,  and  it  is  not 
easy  to  say  what  is  impossible  to  the  resources  of  the  art ; but 
it  is  well  to  know,  and  to  know  at  a glance,  what  to  take  or 
what  to  avoid.  Some  things  are  difficultly  possible,  but  not 
worth  doing.  It  is  possible,  for  instance,  to  photograph  a 
view  by  the  aid  of  moonlight  alone;  but  if  we  are  to  judge 
by  pictorial  results,  it  is  not  worth  while.  Yet,  perhaps, 
nothing  in  nature  is  more  lovely  than  moonlight.  A rare 
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article  is  sometimes  valuable  because  of  its  rarity ; a certain 
etching  by  Rembrandt,  without  some  shading  on  a tablecloth, 
is  much  more  valuable  than  prints  from  the  same  plate  in  its 
more  complete  state;  but  it  does  not  follow  that  we  must 
admire  a view  anj^  the  more  because  the  place  from  which  it 
was  taken  was  difficult  of  access,  for  difficulty  does  not  create 
beauty.  Sometimes  the- most  admirable  subjects  occur  at  our 
own  doors ; but,  being  so  near  to  us,  we  do  not  so  easily  see 
them.  It  is  well,  therefore,  to  know  beauty  when  we  see  it, 
and  the  scope  and  limitations  of  the  art  by  which  we  try  to 
represent  it. 

Those  who  attempt  impossible  perfection  generally  end  by 
achieving  dulness.  Now  dulness  is  in  art,  as  in  many  other 
things,  the  unpardonable  sin.  There  was  a time  when  the 
pompous  perfection  of  Dr.  Johnson’s  verse  was  read  and 
admired ; but  a more  reasonable  world  prefers  something 
more  natural  and,  perhaps,  less  perfect.  In  art  it  is  better 
to  do  what  is  possible,  or  even  easily  possible,  than  to  struggle 
after  the  unattainable,  and  fail.  What  the  photographer  has 
to  do  is  to  consider  whether  his  subject  is  a good  one ; if  he  has 
done  all  for  it  in  the  way  of  placing  figures,  or  cutting  down 
obtruding  branches,  or  other  improvements  of  this  kind  (all  of 
which  should  have  been  decided  on  or  done  beforehand),  then 
he  may  expose  the  plate  at  once.  Let  him  beware  of  delay  or 
fidgetting,  or  over  polish  after  he  has  decided  that  his  subject 
is  good  enough.  He  must  take  care  that  his  “ good  enough  ” 
is  very  good  indeed,  and  if  it  is,  he  may  be  sure  that  any 
further  attempt  to  improve  it  will  damage  it  in  some  way. 
The  attempt  to  “ snatch  a grace  beyond  the  reach  of  art” 
always  ends  in  failure.  In  landscape  photography,  there  are 
some  photographers,  as  I have  just  hinted,  who  are  never 
satisfied,  who  fidget  about,  now  this  way,  now  that,  and  seem 
at  a loss  to  arrive  at  any  decision  as  to  the  point  from  which 
they  shall  make  their  effort.  By  this  delay  chances  of 
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obtaining  successful  results  are  often  lost.  The  wind  may 
arise,  the  sun  may  become  clouded ; and  if  figures  are  intro- 
duced, the  models  tire.  It  is  better  to  neglect  unessentials 
than  to  lose  the  spirit  of  your  picture. 

Then  there  are  other  photographers,  who  care  for 
nothing  so  much  as  the  sharpness  of  focus  shown  in  their 
negatives,  forgetting  that  this  optical  quality  is  destructive  of 
that  natural  look  which  all  photographs  should  have — that 
open,  daylight  effect  which  is  the  aim  of  all  real  artists, 
whether  painters  or  photographers — to  get  in  their  works.  I 
am  glad  to  see  that  the  “ pride  of  focus”  is  going  out  of 
fashion  ; excessive  definition  is  not  now  looked  upon  as  the 
chief  glory  of  the  photographer.  I object  as  much  as  anybody 
to  the  sloppy-smudge  order  of  photography,  but  when  I see 
my  way  to  getting  a more  atmospheric  effect  by  sacrificing 
definition,  that  sacrifice  is  made  without  more  ado.  There  are 
cases  in  which  a picture  may  be  exposed  too  quickly,  quite 
apart  from  the  question  as  to  whether  it  was  sufficiently 
exposed  photographically.  If  a moving  object  is  photographed 
in  a shorter  space  of  time  than  the  eye  takes  to  see  it,  the 
effect  is  ridiculous  and  against  nature.  Mr.  Muybridge  has 
effectually  proved  this  in  his  curious  instantaneous  photographs 
of  running  horses  and  other  animals,  which  are  shown  in 
positions  that  have  never  been  seen  by  mortal  eyes.  In 
attempting  to  prove  that  artists  are  scientifically  wrcng,  he 
has  shown  that  they  are  artistically  right.  I think  all  artists 
will  admit  that  there  is  more  life  and  motion  in  a picture  of 
waves  that  shows  some  slight  sign  that  they  were  in  motion 
than  in  the  representation  of  a frozen  sea.  It  has  been  well 
said,  u If  art  consists  in  the  accurate  presentation  of  detail, 
then  the  highest  art  is  the  petrifaction  of  nature,  and  the 
wax-works  of  an  anatomical  museum  are  more  artistically 
beautiful  than  all  the  marbles  of  Pheidias  and  Praxiteles.” 
There  is  a higher  truth  than  mere  fact. 
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I have  said  above  that  it  is  better  to  neglect  unessentials 
than  to  lose  the  spirit  of  your  picture.  There  are  other  ways 
besides  giving  up  the  purely  optical  quality  of  focus,  in  which, 
by  sacrifice,  a picture  may  “ suffer  and  grow  strong.”  To 
illustrate  this,  I will,  in  conclusion,  relate  a little  anecdote. 

Some  time  ago,  I walked  into  a painter’s  studio,  and  found 
the  owner — a Royal  Academician — at  home,  and  at  work. 
On  the  easel  was  a large  and  elaborately  worked  picture.  The 
subject  consisted  of  a group  of  young  damsels  sitting  on  the 
bank  of  a rivulet.  In  the  foreground  were  masses  of  exqui- 
sitely finished  foliage,  flowers,  and  grasses.  The  occupation  in 
which  I found  the  painter  engaged  was  that  of  deliberately 
obliterating  portions  of  tbe  delicately  finished  work  which 
must  have  taken  many  days  to  elaborate.  I asked  him  what 
he  was  about.  His  reply  was  one  that  I have  always  regarded 
as  a lesson  full  of  useful  teaching  : “ I am  trying  how  much 
I can  do  without.”  He  had  found  that  high  finish  in  non 
essentials  had  detracted  from  simplicity,  and  simplicity  is  one 
of  the  most  precious  qualities  to  be  found  in  art. 
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for  ditto. 


“PASTEL”  PORTRAITURE. 

Boxes  of  Pastel,  Crayons,  Stumps,  Fixing  Preparations,  etc.,  for 
ditto. 


“HARMONIOUS  COLOURING  AS  APPLIED  TO  PHOTOGRAPHY/’ 

Price  Is.,  or  by  post  Is.  2d.,  with  much  Useful  Information  for 
Colouring  Photographs. 

CATALOGUES  AND  CIRCULARS  POST  FREE. 


24,  SOHO  SQUARE,  LONDON. 

End."} 


W.  WATSON  & SONS, 

MANUFACTURERS  OF 

Highest-Glass  Optical  Sc  Photographic  Instruments. 


ADVER  TISEMENTS. 


End :] 
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“ To  produce  the  best  work , 

You  must  use  the  best  means."  * 

THE 

ILFORD 

DJ*Y  PLATES, 

MANUFACTURED  BY 

THE  BRITANNIA  WORKS  CO. 

since  the  year  1879  have  gradually  advanced  in  favour, 
until  they  command  the  largest  sale  of  any  Dry  Plates 
in  the  world.  They  are  manufactured  in  the  largest 
and  best-appointed  Factory  in  the  Country,  and  entirely 
by  steani  machinery. 


4i  x 3i 

x 4f 

8^  x 6\ 

ORDINARY 

. Is.  Od. 

2s.  3d. 

4s.  3d. 

RAPID 

. Is.  3d. 

3s.  Od. 

5s.  6d. 

SPECIAL  RAPID 

. Is.  6d. 

3s.  8d. 

6s.  6d. 

ALWAYS  GOOD  ALIKE. 

EASY  TO 

WORK. 

f 

Prices  of  other  sizes  and  all  particulars  of  all  dealers,  or  direct  from 

THE  BRITANNIA  WORKS  CO., 


~ TT  TT AT?  T) 

GETTY  CENTER  LIBRARY 

3 3125  00889  2693 


LONDON,  E. 


